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PREFACE 


t rt ^HIS book could not be, and is not intended to be, 
I exhaustive. It attempts to trace the history of 
..M. our theatre from its most primitive origins in the 
Middle Ages to the present day, and for this purpose jt 
deals rather Avith tend encies than with individuals . Genius 
bas constantly been forging new weapons for the theatre 
to wield, but in essence the theatre has remained one and 
the same. The tragic passion of Aischylus is the tragic 
passion of Shakespeare even as it is the tragic passion of 
Ibsen. The mirth of Euripides springs from the same 
fount as the mirth of Jonson or of Synge. All through 
the ages the terror and the awe and the laughter have 
been the same, minor variations only being made to accord 
Avith the spirit of changing generations. This being so, 
my aim has been to deal Avith the main manifestations of 
our English theatre rather than to Avrite a series of brief 
criticisms of particular Avriters and of their Avorks. No 
apology is made for the inclusion or the exclusion of any 
individual dramas, save that I have endeavoured to take 
as examples those plays Avhich seem to me most expressive 
of the tendencies here discussed. I am aware that there 
are many tragedies and many comedies, both Elizabethan 
and modern, which may appear to deserA'e greater attention 
than others to Avhich I have devoted considerable space. 
On the other hand, it is often the lesser Avork AA'hich 
^ves us the surest clues to the general tone of an age. 
Shake'speafe’s tragedies are not truly typical of the Eliza- 
bethan and Jacobean periods because of Shakespeare’s 
^eafhess. If we would seek for those broader currents 
Avhich floAV silently and deeply from age to age Ave must 
search out Shakespeare’s lesser companions and from their 
work divine the chief movements of Avhich they form only 
a part.j 


vii 



Vlll 


P.REFACE 

As the drama can never be disconnected from the play- 
house itself, each division of this brief survey is prefaced 
by a sketch of the theatres and the audiences of the 
period treated in the following pages. I h ave emphasized . 
sufficiently here and elsewhere my belief that no true/ 
understanding of the drama of any age is possible without 
some formulated conception of the spectators for whom 
the particular plays were written and of the theatres in' 
which they were intended to be produced. Regarding/ 
the drama as inseparable from the theatre, I have dealt' 
but slightly with that remarkable activity in poetic play- 
writing which extended from 1795 to the end of the nine- 
teenth century. Wordsworth, Shelley, Coleridge, and the 
rest were great poets, but for the most part they were poor 
dramatists, and even Byron declared that he wrote most 
of his dramas for the closet rather than the stage.^ They 
can claim, therefore, no more than scant attention in a 
work which is intended as an outline of English dramatic, 
and theatrically dramatic, literature. 

In planning this work I have allowed full space to the 
modern dramatists, not only because the drama, of our own 
day deserves our attention, but because of the belief that 
in the present-day theatre we have a revival of dramatic 
interest comparable only with that of the Elizabethan 
period. No age between the beginning of the seventeenth 
century and the end of the nineteenth century can show 
such a galajQ/' of great creative writers as our own age 
possesses. Tragedy and comedy alike have been revitalized, 
and we may look forward to a still fuller and even more 
artistic development of this newly awakened art in suc- 
ceeding decades. To deal satisfactorily with living writers 
is always a difficult task, but, I have attempted, as far as 
lay in my power, to test the works of to-day by the master- 
pieces of the past. It may be that there are some mistaken 
judgments, but so far as such a personal art as criticism 
can be objective I have endeavoured to make it so. The ' 
treatment of these modern dramatists is largely historical; 
an effort to estimate in wider terms the main creative 
forces in the theatre of to-day and to express some more 
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deeply held critical beliefs has been reserved for the final 
chapter, which sums up data presented earlier in the book. 

It is my opinion that only through a wide survey can 
a true appreciation be gained of what the English theatre 
stands for. COnly by watching its slow development in 
the Middle Ages, its flower-time which was Shakespeare, 
its decay in the Augustan period, its winter’s sleep in the 
early nineteenth centuiy^, and its sending forth of new 
shoots in our times, can w'e realize the noble stock which 
it is our duty to tend and to nourish with our deepest care 
and attention. ^Art is international, the drama one of its 
chiefest modes of expression; thus the English theatre is in 
a sense a heritage of humanity. 

I wish to express my sincerest gratitude and thanks to 
Mr Harold H. Child for the great help and for the many 
suggestions he has given me during the reading of the 
proofs of this volume. I have to thank also His Grace the 
•Duke of Devonshire for permission to reproduce some copy- 
right designs in his possession ; the Librarian of Chatswortli 
for his courtesy in procuring this permission and for other 
assistance; Mr Bache Matthews and Mr Paul Shelving for 
allowing the reproduction of the latter’s design for Kaiser’s 
Gas; and Mr Huntley Carter for furnishing the original 
photograph of Meierhold’s theatre. The Chatswortli designs 
are from photographs taken at the Victoria and Albert 
Museum. Mr Gordon Craig, besides many other courtesies 
and helpful aids, for which I am deeply grateful, has kindly 
given permission to use as the frontispiece his design for an 
open-air theatre from The Theatre Advancing. 
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BRITISH 

PART I 

FROM THE BEGINNINGS TO 
SHAKESPEARE 

CHAPTER I 

INTRODUCTORY. THE DRAMA OF GREECE 
AND ROME 

f i~"^HE mimetic instinct is confined to no single nation; 

I it IS universal in its anneal, and reveals i t seli.as qn^ 
-fi. of the most primitive of human emotions . The 
desire of meiT and Avomen to garb themselves in the sem- 
blance of attendants upon a god, even to take upon them- 
selves the god-form in its august majesty; the desire to 
re-enact the sacred stories, whether they be of Grecian 
deities or of Jehovah and Christ; the later desire of the 
peasant to place himself, if but for a fleeting moment, in 
the position of a courtier, or of the courtier to forget for 
a time the intrigues and the cares of his state in a fondly 
imagined Arcady — all of these are but manifestations of 
the one primeval passion, Avhich reveals itself in church 
liturgy, in folk-mummings, and in masquerades, no less 
than in the tragedies of jEschylus and of Shakespeare. This 
universal nature of _acting and of drama , renders a study 
of the stage at once more fascinating and rhore difficult 
than the study of almost any.*olher type of literature. It 
demands, in the first place. Veareful investigation of religious *' 
r itual and of folk-customs, and, in the second, an equally -■ 
careful investigation of the literatures of diverse races. 
No account of English drama can possibly be complete 
unless reference be made to the services of the early 
Church, to the relics of pagan ceremonia ls^ preserved in a 

13 *" 
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half-fossilized form among the peasantry, and to the develop- 
ment of dramatic art in Greece, in Rome, in France, in Spain, 
in Germany, and in the Scandinavian countries. 

■The fact that lire passion for the drama is thus universal 
r.ecc.'.-rLates a further introductory remark. It makes the 
the?'-- one of the most tradit io nal and, at th e same time, 
n'.'jst subtly symbolic of all literary mecha. There are "Tar 
greater' breaks to' be'"f ou’rid in the developineht of lyric and 
narrative poetry than there are to be discovered in the 
development of the drama. At the same time, drama con- 
tir.ually advances to meet the . needs of a^ p_articular __age ; 
and our task is, therefore, to trace at one and the same 
moment the relationship between the plays of one period 
and another, and to indicate the gradual lines of progres- 
sion governing the whole world of the theatre. , Thus, for 
example, tlie romantic tragi-comed}'' made popular in the’ 
earl}' seventeenth century by Beaufhont and Fletcher is, 
v/hen examined closely, seen to be largely a development of 
the Shakespearian romantic comedy of the late sixteenth 
centur}’. The one is bound intimately with the other; yet 
the spirit of As You Like If is removed, as by centuries, 
from the spirit of A King and No King. The one breathes 
to us the atmosphere of Elizabeth’s Court, peopled with 
Drakes and Raleighs; the other tells of the vitiated tone 
of an enen-ated Cavalier society. fThe traditionalism and 
progressive nature of drama, Hhis interrelation between the 
aramatic literatures of various races, this primitive emotion 
out of which all acnhg"afH"’^T ei^ihg^ 'spf ing^' hviliras’ ’far"as 
is possible in the space of thi^volurnerB^k’e;^'^duly in mind. 

It is fitting perhaps, that a start should be made with 
the drama of classical Greece and Rome, although, in all 
considerations of the history of English tragedy and comedy, 
it must be borne in mind that the medieval my steries 
which later deyelp^d into the full florescence of Elizabethan 
drama w,er.e^.indig enou s to t he sofl , that ^e^ di rect influence 
of -Esciiylus, Sophocles, and Eurij^es is not visibl^Ti^- 
centuries had elapsed, and that even Seneca’s tragedies • 
did not come to take their place in the elaboration of the 
English drama till the sixteenth century. In Greece, as 
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in most lands, both - comedy an d trag edy took their ,r.i,§e 
from ,rgligio.us,.j:er emoniaL T he wine -flushed .deYOtees.j)f 
' Dionysus, arraying themselves in symbolic garments, led 
t h^ \TO^'towajrd~~tlie‘' s a fyn(C~ c omecIS^ r' ^h*e hm 
worshippers at the altars of majestic gods showed men 
tlie possibilities of . tr agic emotion. Ttls hoT easy,~'becatis 5 \ 
orThe lack of extanV texts, to study the rise and progress 
of Greek comedy; but, happily, there are several master- 
pieces of the greater tragic dramatists which can convey to 
us both the grandeur of their efforts and ^he slow pro -' • 
gressive movement which extends from . the, .nop-dramatjc 
•j lchora l chan t s to the liberate d dram as of Euripides. The 
course of Greek drama, as far as it is known, may briefly 
be outlined. From .a common ch&nt the ceremonial song 
developed into a primitive duologue helw.een.-_a-. leader, 
dressed probably in the rol^s of thcT'god. ,aiid t he chorus. 
The song bMame daborated; it develope d nar rative ele- - 
ments._ and soon reached a stage in which the duologue 
tpld in primitive wise some story of the deity. Further 
forward movements were introduced. Two leaders instea d 
of one made their appearan ce. The cho rus gradually sank 
into, the background , n o long er t akin g the plac e of ~a 
protagon.i st.l- it became, with Sophocles, merely an ‘ideal * 
^ectator,’ and then, with l^ripides, simply a . medium 
for the introduction of lyrical and "musical passages often 
unrelated to the general action of the tragedy. Had there 
been any gp'eat successor to the three outstanding Greek 
dramatists tragedy must have inevitably taken on other 
forms. The chorus would have disappeared, and a more 
.modern type of drama would have been evolved. 

It is not necessary here to enter into the details of, Greek., 
^am atic- activity . but a few notes on the main c haracter- 
i stics of that activity may be relevant, principalfy such "as J 
display. .tbe -Jiiher.eiit- differences between the Atheni an s^e 
a nd the modern . 

^ the first place, the...plavs were a l ways re gar ded-as p art 
^Qf"a.-vast religious ceremonial. The audience was fiii^ 
with a sense of' the awe and maiestv befitting the occasion, 
and, as a consequence, only ascer t ain august to ne could be 
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allowed in the development of action and of dialogue. The 
piots^ ^moreover, were, because of this, stereotyped . Only 
a very limited number of themes were permitted to the 
dramatists, so that const ructio n, characterization, and la n- 
guage counted ^or"**fa7~ more thar^ they could do in the 
Elizabethan period, when a novel tale, an exciting episode, 
or an adventurous scene might hold children from play and 
old men from the chimney-corner. 

fpThe playhouses„^were the vast amphitheatres of which 
sHattefed^reiiS are still preserved on the outskirts of Athens 
and elsewhere. These tremendous circles of stone were 
capable of seating thousands of spectators, the aristocrats 
and the humbler citizens meeting together for the one pur- 
pose of witnessing the tragedy enacted before them. As a 
consequence, the •. JSf.£eJ^,^drjLnTads..,!^gtat^^ ;;rf;it.,.a llo.ws„.p i 
.no violent movement; the dialogu'd^ is stately and majestic 
: mjther_than...racy_and T-CdS. The cothurnus, the megaphone 
masks, the inevitable necessity for slow action, kep^ the 
plays within bounds which never could confine the Eliza- 
bethans. At the same time, tliedieteEO.ge.nepu_s^ ^audience, 
composed of many classes and varieties of men, gave to 
the Greek drama a certain tone which it shares with the 
drama of Elizabethan times. Tdiere is a.. . healthine ss .p af 
^mosp.he.Le,.-a.,.br.eadtIu.Q.Lq)as.sio n,,...a u uiver5ality_of appeal, 
alien to the more aristocratic and narrower playhouses of 
the reigns of Charles I and of Charles II. 

This drama of Greece proved the model for the Roman 
■ tragedy. Unfortunately, few specimens of Latin serious 
plays have come down to us. We have records of a number 
of writers famous in their day, but only the tragedies of 
Seneca have been preserved in anything like a complete 
' state. JThe_^necau_-dran^^^ were unquestionably .closet 
! P] ^3[g.. . uot intended for presentation in the theatre. They 
• snow clearly the influence of Euripides, and show, more- 
‘ over, the ''v^ak^ing^f^th^Jtra They are melo- 

dramatic, Jacking„,in, ,maje_sty of tone, immersed in horrors 

^ oj age less great,' less 

■ manly, JgrnpbiLthanUhauH^^ 

Senecan drama, however, which exercised most influence 
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upon the English, partly because of those very melodramatic 
elements, partly because Latin had been more treasured than 
Greek during the long era which we know as the Dark and ^ 
Middle Ages. Alongside of Seneca we have t he comedies 
of Tefehce and of Plautus, themselves far-off descendants of 
the satiric comedies o f Aristophanes. Aristophanes himself 
had brought comedy to the height of perfection in Athenian 
times, but his plays, by rejason of their local and topical 
touches, failed to find direct imitators elsewhere. The Aristo- 
phanic satiric type, on the other hand, developed naturally 
into the New Comedy nf Greece, a nd it was t hi.s_N e.\VLCom- 
edv wh ichJTerence-and Pla utus adapted or e ndeavou red to 
Iniitate^ The pla ys of T erence were obviously written for a 
small and aristocratic audience. They are witt y...aler t, cl everly 
construc ted, but they , lack breadth and the}' lack^ nobility. 
Because of their style they were never l ost. All throvighThe 
so-called Dark Ages they preserved their place in monastery 
and in convent, iyong. with_Virgil,.TerenceJakcs,.his stand 
as one of the chief-missionaries-oL-classicaL culture .amid 
the surrounding g-rotesaue ries o f the Gothic ima gination. 

.;.No better evidence could be found of Terence’s infl uence, 
in an age when drama seems completely dead than the plays 
of IJrpt^jyithaj a Jenth-century nun who wrote a series of 
dramas at Gandersheim in Saxony. “There are many 
Catholics,” she says in her preface,' 

And we cannot entirely acquit ourselves of the charge, who, 
attracted by the polished elegance of the style of pagan writers, 
prefer their works to the holy Scriptures. There are others who, 
although they are deeply attached to the sacred writings and have 
no liking for most pagan productions, make an exception in fa- 
vour of the works of Terence, and, fascinated by the charm of 
the manner, risk being corrupted by the wickedness of the matter. 
Wherefore I, the strong voice of Gandersheim,^ have not hesitated 
to imitate in my writings a poet whose works are so widely read. 

^ The quotations from the works of Hrotswitha arc given from Chris- 
topher St.John’s rendering in the “Medieval Library” (1923). The 
earliest edition of the original plays (all written in Latin) is that by 
Konrad Celtes, published at Niimberg in 1501. The standard modern 
text is that given by Charles Magnin in Lc Theatre dc Roswitha. 

2 The name Hrotswitha seems to mean ‘strong voice’ ; the Latin reads 
“ego, clamor validus Gandersheimensis.” 
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Hrotswitha’s plays are all on. j:eligious-theiTj_es : Galli- 
caiKis treats otTiic" chastity of Constance in the reign of the 
Einpercr Constantine ; Duldtius of the martyrdom of Agape, 
C;:::nia. and Irena, Callimachus of the resurrection, of 
L'r:;iara and Callimachus; Paphmitius of the conversion 
of Abrahciu of the repentance of Mary; Sapieniia of 

the martyrdom of Faith, Hope, and Charity in the time of 
Hadrian. In tone -th^'__o\ye_nothing Jo_ the . Lat in p oet, 
although the comic figure of Dulcitius is well managed; 
but in style the}' display quite clearly that the profession 
of imitation in the preface was not ryithqut, .f oun^dati^ 
There may have been other Latin dramas similar to those 
of lirotswitha; but all record of them has perished. The 
further influence of Terence is not visible until we reach 
the age of humanism in the sixteenth century ; but we must 
never forget that his works, for others besides Hrotswitha, 
were set apart from the rest of the relics of paganism,' and 
that others risked infection from the matter for the sake* 


of the manner.^ 

It is just possible that a further influence on the Englisli 
and Ccnrinental drama came from Rome. During the age 
of decadence theatrical exhibitions in the Empire tended 


toward spectacle, buffooner}% and farce^;^ The hisiriones 
descended from the heights”lo provide mere horseplay 


for the spectators. Crude as such efforts must have been. 


they were still largely mimetic in character, and it is 


hard to believe that even in the ages which succeeded 
the wild incursions of the Goths, the Huns, and the 


Vandals some sort of Roman histrionic forms was not 


preserved. There is, it is true, scarcely a record of such, 
but it is highly unlikely that an3>- account of wandering 


Jiistrioncs should have been set down for us in an age when 
parchment was kept for more serious affairs. A parallel 
instance may serve to make this clear. In 1642 the play- 
houses were closed by order of the Puritan authorities. 


^ The play called Xpiorbs Ildaxuy, which was attributed to St Gregory 
Xazianzene (fourth centupOi bas lately been proved to be a tenth- 
century work (see the edition of J. G. Brambs, Leipzig, 1885). It dis- 
plays interesting reminiscences of Greek drama. 
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They were not opened again until 1660. It was long 
thought that, with the exception of D’Avenant’s operas, 
performed in 1656 and 1658, this period of eighteen years 
was an entire blank for the tlieatre. Minute investigation 
into the newspapers and documents of the time, however, 
is proving that audiences were fairly well catered for by 
itinerant actors, playing sometimes regular dramas, some- 
times mere ‘drolls’ or farces. Taking into consideration 
the meagreness of our knowledge of medieval life, it does 
not seem to be an unreasonable suggestion that relics of 
Roman corned}’' were carried on by successive generations 
of minstrels, acrobats, and jongleurs up to the time when 
the mysteries and the miracles began to make their first 
appearance. What ever truth may lie in this suggestion, 
however, the fact remains that of regular drama of any. 
sort there was absolutely none during the period which- 
intervened between tire Tall of the Roman Empire and the 
I rise of the mysteries. There may have been, among the 
^untry folk, reminiscences of ancient pagan ritual in the 
form of crude interludes such as have been preserved even 
down to the present day ; but these remnants of the heathen 
beliefs of past times were fossilized and incapable of further 
creative progression.^ Memories of Terence, relics of a de- 
based and long-forgotten Roman farce, folk-plays of a rough 
and inartistic sort, may all have played their part in the 
development of early English drama; b.ut_Jhi s English 
drama, in .spite of any impressions made from those sources, 
is as'inHigenpus "as The drama of Greece, spr inging from 
t he living faifli of the people, w rirtenjFox..the„people,"Vn 5 
acted by the neoole. 

1 The question of the influence of *folk-drama’ on the religious plays 
of the Middle Ages and on comedy of the sixteenth century is an im- 
portant one ; but because of its complexity it has been omitted here. The 
sword-dance with the various ritual performances at village-festivals 
certainly contributed to the development of later drama. The scope of 
this influence is well outlined by H. H. Child in The Canibridgc History 
of English Literature, vol. v, Qiaptcr II, and has been exhaustively 
dealt with in E. K. Chambers’ The Medieval Stage. 



CHAPTER II 

THE GROWTH OF NATIVE DRAMA 
Tropes and Liturgical Plays 

T he indigenous dramatic 

i^ie^receding’Tlw^teF”took its rise, as did- the ^ 
dra ma of the G reeks from tHereli gioh 61 the tifn e.--|- 
[Whatever it borrowed from other sources it was in . orig iny^ 
and refnained for long, distinctively fa crea tion, , of th e 
Chur^r) T he Chu rch, was everything for the Middle Ag es, 
.^^fujition *ai^ng the clergy mayr have beennfe , bi;tJb.e£e, 
-flft&r~^ l7Av as rest for tTie weary, solac e~lor tlie 
liread for tliehungry , succouf~To!^'flTe~Tp^ssedf^ 
not only thechurch, but the school, themeetin g-nlace^ th^ 
centrT~^ ' art and , stili more i^ortan t,_ of amuseme^ . 
The religion^'f .tKe . Middle Ages was a broad reli g.ion. It 
was seri ous and m ysticah„b.ut..ilAlloW-ed_Q.fJaughte,i:. , Beside 
the real bishop stood the boy bishop with his riotous crowd 
of hilarious attendants. The C hurc h was re ady and eager 
to provide for the people all th^delig ht as well as the 
jphl^d^ uyilifti^^ which it could by means of art and let- 
ters. Moreover, it was ready to show to an uneducated folk 
th e Scrip tural^story in visible wise, thus counteracting the 
lack of vernacular versions of the Holy Writ. 

The_verY^^Mass ^ Usel f_is an effort in this ■■direction. The 
whole of this service with its accom panying ri tual is .a svm- 
bolic representation of the most a rrestin g episodes jn ^ the 
Christ, and it is but natural that the clergy should 
have attempted to make it even more outwardly synibolic 
as the knowledge of Latin among the ordinary people passed 
farther and farther into the background. More especially 
they must have seen the necessity, on the great feast-days 
of Christmas and of Easter, of bringing before the con- 
gregation the„^alient..facts .of j;he,JHew:,Xestament_stoi^. 
Throughout the early centuries of the Catholic Church 
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gradual rnovements are to be discerned, all tending in the 
same direction. Their history has been traced by many 
scholars, and need not detain us here. Suffice it to no ti c e* 
that by the ninth ccntur3 ?^tron^ ^ro£a^^jiaLtfiHsIto^tlte 
ecclesiastical music, were bein g, sunnlied.bv^v.arious-Wjiters. 
andjhat-these-tropes-frequen.tly„^suraed-a~dialogue_and 
hence„ajlramalic,j9rmj_ Ori^nally'tliey wer^pjarlions-xtf 
tjijp_ Ma RR spjryirp- Jtsglf as jelaboxatecLioE-tlic-Gclcbratioiuoi 
East er a n d other feasts. Of them all the most important is 
the so-called O uem Quariiis, a slight dramatization of the 
coming of the three Mark's to tlie tomb of Christ. 

Quern quscritis in scpulchro, [o] Christicolse? 

chants one of the choir, personating the angel. 

Icsum Nazarcnum crucifixum, o caclicolse, 

answer otliers, to which comes the reply : 

Non est hie, surrexit sicut prsedixerat 

Itc, nuntiate quia surrexit de scpulchro.' 

Very soon, as was indeed inevitable, these tropes be cam e’, 
detached-Jro m the regula r— acE.vice 4 « they were presented 
by themselves, and came to associate wit h themselv _es_an 
accompanyjng_dr,amajic_rjtjysl.„ The most instructive docu- 
ment concerning this development is that contained in the 
Comoxjiia. Rcg ularis , a series of rules devised by Ethehvold, 
Bishop' of Winchester, for the use of the Benedictines in 
tlie tenth century. It^shows. clearlv that the drama_as_such 
had almost come into being. Ethelwold’s instructions are 
as follows r® " 

Dum tertia recitatur lectio, quatuor fratres induant se, quorum 

unus alba indutus ac si ad aliud agendum ingrediatur atque 

'The text is quoted from E. K. Giambcrs, The Mediaval Stage, ii, g, 
who gives it from the St Gall MS. 484, f. Ii. The translation runs as 
follows : 

"Whom do you seek in the sepulchre, 0 Qiristians?” 

“Jesus of Nazareth who was crucified, O heavenly ones." 

“He is not here; He has risen even as He said before. 

Go; proclaim He has risen from the grave.” 

2 The following translation is by E. K. Chambers (ofi, cit., ii, 14-15) : 
‘While the third lesson is being chanted, let four brethren vest themselves. 
Let one of these, vested in an alb, enter as though to take part in the 
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latcnter scpulchri locum adcat, ibique manu tenons palmam 
quietus sedeat Dumque tertium percelebratur responsorium 
residui tres succedant. omnes quidem cappis induti turribula 
cum inccnsu manilms gcstantcs ac pedeternptim ad pimiMtiuiinem 
.querentium quid veniant ante locum sepulchri. Aguntur cnim 
h.TC ad :>r:tat!nr!em angcli sedcntis in monumento atqae mulicrum 
cum aromr.tnius vcnienlium ut unguercnt corpus Ihcsu. Cum 
ergo ilie residens trcs velut erraneos ac aliquid querentes vidcrit 
silii adproximare incipiat mediocri voce dulcisono cantarc Q:i:v: 
gucrrifis.: quo decantato fine tenus respondcant hi tres uno ore 
Ihcsinu Kazarcmim. Quibus ille. Non cst hie: surrexit siev.i 
preedixeraf. Itc nuniiaic guia surrexit a moritiis. Cuius iussionis 
voce vertant se illi tres ad chorum dicentes Alleluia: r'surrcxii 
domiiuts. Dicto hoc rursus ille residens velut revocans illos dicat 
antiphonam Venite et videfc loeum: hme vero dicens surgat et 
erigat velum ostendatque cis locum cruce nudatum. sed tantum 
linteamina posita quibus crux involute erat. Quo viso deponent 
turribula quns gestaverunt in eodem sepulchro sumantque linteum 
et extendant contra clerum. ac vcluti ostendentes quod surrexerit 
dominus, etiam non sit illo involutus. hanc canant antiphonam. 
Surrexit dominus dc scpuleJiro, superponantque linteum altari. 
Finite antipiiona Prior, congaudens pro triumpho regis nostri 
quod devicta morte surrexit. incipiat hymnum Tc Dcuni 
laudamus: quo incepto una pulsantur omnia .signa. 

service, and let him approach the sepulchre without attracting attention 
and sit there quietly with a palm in his hand. While the third respond 
is chanted, let the remaining three follow, and let them all, vested in 
copes, bearing in their hands thuribles with incense, and stepping deli- 
cately as those tvho seek something, approach the sepulchre. These 
things are done in imitation of the angel sitting in the monument, and the 
women with spices coming to anoint the body of Jesus. Wnien therefore 
he who sits there beholds the three approach him like folk lost and seek- 
ing something, let him begin in a dulcet voice of medium pitch to sing 
Quem quccnlis. And when he has sung it to the end, let the three reply 
in unison Ilicsiim Nacarenum. So he. Non cst hie ... At the word of 
this bidding let those three turn to the choir and say Alleluia! resurrexit 
Dominus! This said, let the one, still sitting there and as if recalling 
them, say the anthem Fcnitc ci vidctc locum. And saying this, let him 
rise and lift the veil, and show them the place bare of the Cross, but 
only the cloths laid there in which the Cross was wrapped. And when 
they have seen this, let them set down the thuribles which they bare in 
that same sepulchre, and take the cloth, and hold it up in the face of the 
clergj', and as if to demonstrate that the Lord has risen and is no longer 
wrapped therein, let them sing the anthem Surrexit Do7ninus dc 
sepulchro, and lay the cloth upon the altar. When the anthem^ is 
done,- let the Prior, sharing in their gladness at the triumph of our King, 
in that, having vanquished death. He rose again, begin the hymn Tc 
Deum laudamus. And this begun, all the bells chime out together.” 
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Thus was the drama born, not certainly as a distinctively 
English growth (for the same movement toward the elabo- 
ration of church ritual is to be traced in all the Catholic 
countries from the west of Europe to the east), yet at the 
same time in England as elsewhere a fonruof-art-spcingiug 
fundamentally_from_ the. Jiv es of _the._neople. The various 
stages through which this primitive drama moved before 
it reached the stage of the miracle or mystery play would 
take' too much space to detail here. Its history may be 
re’a'd in Sir E. K. Chambers’ two fascinating volumes on 
The Mediarval Stage. The first step, naturally, was Jlije 
graduaL.devjelopmen t_ of . t he, dialogue and,.^ ^ag|jm)^^ 
little..J-atin.^)la.ylets,.— a step marked by^^veral extant 
manuscripts in France. The s econd was tlie i ntroduction 
of the jvLernac ularJ ntojthejmidst-oJLthe-X^tin-ver ^e ," Here, 
we have the invaluable testimony of the works of Hilarius. 
a scholar of Abelard and himself, it is said, an Englishman. 
His plays have no great intrinsic value, but they are of 
immense importance, because in some of them, as, for 
example, the ^saitffiioJl^Qzap, fragments of French verse 
intrude .into the Latin text. The drama is slowly moving 
toward the people. T he third step is the co mposition , of 
purely vernacular plays'’ acted still withiirTTi^-liiirrh - Of 
these only fragmentary examples of Jtnglish workmanship 
have been preserved, although there are extant in French a 
Spoimis, telling the story of the wise and the foolish virgins, 
and a still more important Adam, which contains some ex- 
ceedingly interesting stage directions. All-.of>-thes e wer e: 
wfitt^_apparfintlv.. for performance within the church o r 
cathedral,_and-ihp- ^act.nr-«v-p rRSUi7iab1y .w.erp_the rnpnkSj jjbe 
priests. andjthe,choir=bQVS-in the-service_oLthejdiurch..ai 3 t - ■ 

It is obvious that, so long as the drama remained in these 
circumstances, little further progress could be hoped for. 
The subject-matter of the plays was stereotyped, and the 
treatment of that subject-matter was largely determined 
by religious associations. To - advance b evond this stage 
the essential requirement was tliat the dram a should becom e 
secularized. ' '' 
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(ii) The Mysteries axd IMieacle Plays 


Tlijs_.s.ec,ularization„Qtjhe„drama„caraeJu3tD-»beijig.,JFunjia- 
rnent^ajlA*. . because, _o,L_ tlia-.,.drjcuiTislanc.cs„_o f „..prpduc,tio.n. 
Lacking' other means of amusing themselves, the medieval 
folk naturally crowded in ‘to see these shows at Easter and 
Christmas: so that, within a short period, the churches 
were found to be quite inadequate for accommodating the 
tumultuous bands of men and women intent on witnessing 
the various plavs. The obvious solution was to carr\^ the 


perfqnnances outside into the spaces surrounding the 
churchjlself. This change of localit y, added tOL .th£.intro- 
duction of the vcr^cular, ma7l^d__t he clear break-aw ay 
of the primitive draina~Trom that of wh ic.b_i t orig inally 
formed ^part — the service of the Mass. Unquestionably 
the rulers of lIie._Cliurcb'~sinC the danger lying ahead of 
them, and they attempted in various ways to stem the 
tide, not realizing that the drama by this time had become 
a force with which even thev could not contend. Instruc- 


tions were issued forbidding.lheclerg\;.tpjictm_the. churches; 
numerous complaints were voiced in the literar}'' works of 
the time. The conscience of the superior orders was 
aroused, and ^DhfixX.M^nmjigJnJVis^HgjidJyiig^S^iinCj a 
free adaptation of the Anglo-Nonnan Manuel dcs Pcchiez, 
was no doubt summarizing a good deal of contemporary 
opinion when he declared that 


Hyt ys forbode hym, yn the decre, 
M3Tacles for to make or se; 

For myracles, jyf thou begj’nne, 

Hyt ys a gaderyng, a syghte of synne. 
He may jm pc. cherche /mrghe py& resun 
Pley pc resurreejnm . . . 

3uf povL do hyt in weyys or grenys, 

A sj'ghte of synne truly hjl; semys.^ 


^ "It is forbidden him by decree to make or witness miracle plays, be- 
cause miracle plays, once they are begun, become gatherings and sights 
of sin. The clerk for this reason may act the Resurrection within the 
church . . . but if it be done on the roads or the village greens, verily it 
develops into a sight of sin." Both acting of plays by the clergy and the 
p'erformance of sacred subjects outside tlie church were opposed at vari- 
ous times. * 
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.The result of this prohibition was distinctly not that which 
waT''desi^ed ; it merely threw' the drama into the hands of 
those^eople among whom it was to flourish luxuriantly. 

and carriedon tlie tradition to .the..sixteentli_ century . 

The miracle plays, or mysteries,' whic h gre w o^t^^oi^the 
e arly lift r gical~'B5T^ came to fruition~in tfie^Tou rteej^r 
ce^ury. Their popularity was conditioned largely by the 
Corpus Christ! festival decreed by ^ope Urban IV in 1264 
and made fully operative by the-Council of Vienne in 
On" this day, the Thursday after Trinity Sunday, tliose 
plays ^ yliich before had remained heterogeneous and clis - , 
conne cted we r e bound _ together into more or less form al 
cycles; dealing w.itb-the-chief-incideiitsJn_t he Old a nd the 
Nw ‘ Testaments and hence revea ling to th e eager c rowd 
t he wh ^H~ 5tgfy~oI the world from tli e creatio n of Adam to 
th.e..r eigS^tion.of C hrist.^ .. ^ ' 

A true appreciation of these plays, or series of plays, can 
be obtained only when some attention has been paid to 
the audience and to the method of presentation. The 
Cornish plays may here be put aside, as the round amphi- 
theatres^of stone, Telics ot w hich _a rfi_stiil-to-be. se^ in 
Cornwall, were purely excep tional; th e great cycl es of 
mira de plavTnow extanf^re certainly played in no su ch 
tKeafrejl..-, When the _ liturgical drama was still in clo se 
cSnhex ion with the church no doubt gome raised platform s 
w ere ■e inpkQ^-4o-ji&jhe-aGtors--above-4he^ surround- 

ing.4hejiu With the elaboration of tlie. cycles of pla3^s such 
stationary platforms must have become rather cumber- 
some and inadequate for the performance of the va rious 
dram as, so that by the Jourteenth ^ century we find th e 
n ormal ‘theatre* is a (pageant ^run on wlieels and taRe n 
bdi dilv to different ^stations* tbrnnghnnt tbp tn^vn - These 
pageants, as a contemporary informs us, were in the shape 
of “a highe place made like a howse with ij rowmes, beinge 
open on y® tope: the lower rowme they apparelled -a nd 

^ Technicali^here is a distinction between the two, • 

3Vith4beJmisja.Lsaints_anjl.ni ysteries with Jhemes-takeaJroni t he Bible. I\ 
The two titles, however, were practically S 3 nionynious in England. 
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dressed the m selve s ; and in the hig her r owme thej^played ; 
and they stppd y£pn_ 6 wheelcs.” Sometimes these pageants 
v/ere Tvheeled from place to place, sometimes the various 
plays were acted simultaneously so that tune might . be ^ 
saved. Crude spectacular effects must have been aimed at : 

^ Xoah’s Ark was certainly in the likeness of a ship, and a 
dragon's mouth for Hell was there for ever}' one to see. As 
a general rule, ho\yever, the plays mus^ave been acted 
^\yithpuCsc!eni^3’5 or RTtir~sl:^ffiefy ot^ most crude kind. 
's'Costuming,^\oirth'e~ollier“lian 3 , evenAliGOgiriirmight be of 
a grotesque' and primitive sort, ‘was an important feature 
of the performances." OiixT'of the entries in the list of 
expenses at Canterbuiy^ was “a payer ^ of new gloves for 
Seynt Thomas,” and at Chelmsford in Essex one John 
Wright was paid “for makynge a cotte " of lether for 
Christ.” An inventory made in 1564 at the latter place 
included ; 

ij vyces coates, and ij scalpcs, ij daggers (j dagger wanted). 

V prophets cappes (one wantinge). 

iij flappes for devils. 

iiij shepehoks, iiij whyppes (but one gone). 

From Coventry we learn that in 1544 “a new coat & a 
peir of hoes for Gabrieli” cost three shillings and four- 
pence, while at Hull in 1494 “three skins for Noah’s coat, 
making it, and a rope to hang the ship in the kirk” 
amounted to seven shillings; “a payr of new mytens to 
Noye” cost fourpence. In 1504 at Leicester “linen cloth 
for the angels’ heads, and Jesus hoose” cost in all just 
ninepence, and the painting of the angels’ wings cost 
eightpence. At Norwich in 1565 an inventory of property 
belonging to the Grocers’ Company was prepared. Tliis 
included ; 

2 cotes & a payre hosen ^ for Eve, stayned. 

A cote & hosen for Adam, Ste3med. 

A cote w‘® hosen & tayle for y* serpente, steyned . . . 

An Angell’s Cote & over hoses of Apis Skynns. 

A face & heare for y' Father. ^ 

2 hearys for Adam & Eve. 

# • • * 

1 pair. 2 coat. ® hose. ^ of hose. with. 









THE GROWTH OF NATIVE DRAMA 27 

No doubt increasing, efforts were made by the great guilds 
to vie with one another in the presentation of the separate 
.plays, and these inventories give us some idea as to how they 
went about their work. 

The^ctors Jn these pieces were all /amateurs— members 
of the -yanou.s companies who for a time put aside their 
lab6ui Lu iJeilioiiii ili Llie saci ol mysterie^ They^were 
generally paid' lor their services, but. never looked upon their 
work as a regular profession. • At Coventry in 1 573 a certain 
Fawson received from one of the companies fourpence 
“for hangyhg Judas” and fourpence “for Coc croyng.” ^ 
An anonymous actor received as much as three shillings 
and- fourpence "for pleayng God,” and five shillings went 
“to iij whyte [saved] soll3'S [souls]” and five shillings “to 
iij blake [damned] sollys.” Again, “ij wormes of con- 
seyence” earned sixteenpence between theni. In 1483 at 
Hull Noah.. received one shilling; in 1494 in the same 
town Thomas Sawyr for personating Go.d was given ten- 
pence, wbUe ^oah’s wi le rec^ver^ ghtpence. The playst 
and their perfor mances wer e, therefore, distinctively thej 
creation ot the common people, with all the detects and | 
the v irtneg~cbnseciuent upon tti^ fact. The naivete visible 
in the few extracts from the records given above may 
prepare us for a similar naivete in the treatment of the 
subject-matter of the plays — both, of course, ultimately 
dependent upon the^peopl^ who wrote and who witnessed 
these dramas. T h^ audienc^ jivAS...piaJfoup.d hud ey put and i 
suicei:e.j3U t at the^me time it unconsciously sought for 
wavs of escape fr-em-its-pietv-in all manner of iicenge, } 
One wav is to be seen in the incredibly coarse fahlmtx. o t 
the t ime, and later in the equally. cp.ar.s.e..interludes,' Here 
t he moral teachings ot the Chu r.clL and the ei^lte^ i( j^ls 
of chivalry were alike shattered to the ground, i^iotlier 
form of escape has already been touched upon — ^the various 
CQ.mi(i.ceretnonial.g. 43 . f which the ^enthronement of the ^gboyr 
bjsh^^nd the Feast ~of the Asse^aire the be st known. 
Here" piet y ^s-thrdwn to the winds, and licence re igned. 
The gargoyles in JJie-medi eyal cathedrals which grin down 

iddck crowing. 
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cynically on the worshi ppers are but another expression 
of tlnslnood o'f“a1jandoir— a mood, however, wlTiclrTarely 
becoinss~per nTahen t"~ 1 he gargoyjes-ax^JiiiS iii-fip-nuthiirTifs 
•of'^ffealvishness and gaie ty in the midst of the mysterio us 
gran deur ot the v auJtcd nav e and the solemn choir . For 
these people of the iViiddle Ages there was no such thing 
<.asff orm .*; as for ni Ts known , iinila^ic^and ni toeo-classicf art^ 
■ Witli them “drunkenne ss is found with tl^most m 3 ^slic 
adorationi"liH)auch erv with the mos tJlQiix- moral id ealism, 
cynical ridicule with passionate worship, laughter with the 
sol cnmitv ot sacred thou ghts^ 

It is natural that this grotesquerie should be reproduced 
in what is in somF~wavs the mo st typical of medreval 
creations, the myster}* or miracle play! TlTe^jeriousness 
is th5r^'iirall 3ooth-Tn~tiTe~fi!Xlires ofT^d and of His angels, 
in Hie terrible passion of Christ and'in'TIis' resurrection 
.from the ^c ad, but thefe~~i s also tlie laughteL-a»d the 
abandon, the escape from too high m ajest\ ». At one of 
the solcniTTest moments, as, tor example, the shepherds 
watch the star that was to herald tlie coming of a King 
over kings, this laughter breaks out, and we are treated 
to the fascinating little interlude of the thievish Male and 
his companions. The general sat ire of won ign could not 
be stilled even in face of the worship of the Virgin-Mary, 
and Noah’s wife becomes a shrcAV, -jeering, at her husband 
and flouting him in a most disrespectful manner. Even 
the flaming te rror of Satan was not exe mpt; ra pidly he 
developed into a co mic figure, roa ring and lashing his tail, 
accompanied'!:}’- a faithful Vice, who, with dagger of lath, 
^"as Shakespeare remembered, cried “Ah, ha!*' in farcical 
wise^ Herod, too, suffered in dignity. This slayer of 
infants, this murderer of murderers, developed into a 
comic type. His roaring and ranting became a recognized 
part of the performances of the time, and Shakespeare 
remembered him also in later days. Fqrnfless-avei^LJJie^ 
.plays JxL-iivJiicl L, these characters anue areil^aclans-literan^ 
s tyle often, and always wanting in Gor-r-ect.>-art istic...pro- 
portions — the work, as eighteent h-century critics would have 
-saiid 7 -trf'’the"“Uothick imagination-.” ^ 
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In these dra ma s, however, lav the se e ds that were lat er 
fn blossom o u t , into the plays of Shakespeare and ■ hi s 
contemporaries. There is freshn ess, of fancy "here, a frgg 
t^eatmenluoJLitliie -material, 'aVlc h_fund of humour. ■ a nd 
at times a^ true sense of the profound and the tragic . If 
• \vith ^the-niysteries-jvv.e-.are but _ on the borders of dram a 
p roper , we can see clearly the various traditions which 
later were brought to culmination in the time of Queen 
Elizabeth. ~ 

■ Th ese mystery pla ys were not confine d to any one distr ict 
of EnglanH! No doubt the record 01 many ot them has 
perished, *b ut acting can be traced~during the thirteen th. * 
fourteenth, and— fifteentliTcenturies i n over one hundred 
and twentv-five~towns and villages of Britain, ex tending 
from the south of England to the n orth, from the Welsh 
mountains to Edinburgh and Aberdeen, even across the 
sea to Dublin and Kilkenny. Some-..of these towns, no 
doubt, had no regular series of mystery plays of their own, 
but numbers must have treasured for centuries their own 
particular cycles. ,Those -whicli hav e come dow n t o us are 
unguesti.o.nabl.V-jmereLy..anJnfi nites imaLp.oi:tionL_o f a literary 
acti3dty-X)nce~.v.asL_and_fa&jeaching-Jn.Jt5-J2?:t.e.ii1U Four 
cycles have been preserv^ed — ^those of Chest er (twenty- 
five plaj'^s, with an extra drama probably abandoned at 
the time of the Reformationl/ - York (.forty-eight plays 
and a small fragment of another^/ “To'wu^i ^y” or Wake - 
(thirty-two plays), and Coventr y (forty-two plays in 
the Ludus Coventrioe and two separate dramas from the 
Coventry Corpus Christi cycle). Besides these there are 
extant a Grocers’ play of The Fall from , Norwich ; two ' 
dramas of Abraham and Isaac, one belonging probably to 
Northampton; a Shipwrights’ play from Newcastle-upon- 
Tyne; the so-called Croxton Sacrament, dating from the 
second half of the fifteentli century; the “Digby” plays 
of unknown origin ; a strajr drama of tlie Burial and Resur- 
rection; the Shrewsbury fragments; and a set o.f five plays 
in the Cornish tongue, presenting interesting parallels with 
features in the extant English examples. 

It is impossible here to deal with all or even many of 
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these plays in detail. It may be sufficient to outline the 
scope of the best-preserved of the series, the^ Y.ork. cyde, 
and, allowing for individual variations, to treat it as~a type 
for all. This cycle, as has been indicated, contains forty- 
eight separate dramas, as well as a solitary fragment which 
was probably added toward the close of the fifteenth century. 
The whole series is now preserved in a manuscript in the 
British Aluseum (Add. MS. 35290). In it the various com- 
ponent parts are clearly apportioned to the various guilds, 
of which something will be said below. A list of the con- 
tents of the manuscript will facilitate discussion; 

(1) Barkers. The Creation, Fall of Lucifer. 

(2) Plasterers. The Creation to the Fifth Day. 

(3) Cardmakers. The Creation of Adam and Eve. 

(4) Fullers. Adam and Eve in the Garden of Eden. 

(5) Coopers. The Disobedience and Fall. 

(6) Armourers. The E.vpulsion from Eden. 

(7) Glovers. Cain and Abel. 

(8) Shipwrights. The Building of the Ark. 

(9) Fishers and Mariners. Noah and the Flood. 

(10) Parchminers and Bookbinders. Abraham's Sacrifice. 

(11) Hosiers. Israelites in Egypt, Ten Plagues and the Passage 

of the Red Sea. 

(12) Spicers. The Annunciation. 

(13) Pewterers and Founders. Joseph and Mary. 

(14) Tile-thatchers. The Journey to Bethlehem. 

(15) Chandlers. The Shepherds. 

(16) Masons. The Coming of the Three Kings to Herod. 

(17) Goldsmiths. The Adoration. 

(18) Marchals.^ The Flight into Egypt. 

(19) Girdlers and Nailers. Massacre of the Innocents. 

(20) Spurriers and Lorimers.” The Disputation in the Temple. 

(21) Barbers. The Baptism of Christ. 

(22) Smiths. The Temptation of Christ. 

(23) Couriours.® The Transfiguration. 

(24) Capmakers. The Woman- taken in Adultery and the Rais- 

ing of Laaarus. 

(25) Skinners. Entry into Jerusalem. 

(26) Cutlers. The Conspiracy. 

(27) Baxters.^ The Last Supper. 

(28) Cordwainers. The Agony and Betrayal. 


iMen who shod horses. 
8 Curriers of leather. 


2 Makers of bits for horses. 
Bakers. 
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(29) Bowers ^ and Fletchers.® Peter's Denial and Christ hefore 

Caiaphas. 

(30) Tapiterers ® and Couchers. The Dream of Pilate's Wife 

and Christ before Pilate. 

(31) Lysterers.^ The Trial before Herod. 

(32) Cooks and Waterleaders. The Second Accusation before 

Pilate with the Remorse of Judas. 

(33) Tilemakers. The Judgment on Christ. 

(34) Shearmen. Calvary. 

(35) Pinners® and Painters. The Crucifixion. 

(36) Butchers. The Mortification of Christ. 

(37) Sadlers. The Harrowing of Hell. 

(38) Carpenters. The Resurrection. 

(39) Winedrawers. Christ appears to Mary Magdalen. 

(40) Sledmen. Travellers to Emmaus. 

(41) Hatmakers, Masons, and Labourers. The Purification of 

Mary. 

(42) Scriveners. The Incredulity of Thomas. 

(43) Tailors. The Ascension. 

(44) Potters. The Descent of the Holy Sfiirit. 

(45) Drapers. The Death of Mary. 

■ (46) Wefferes.® The Appearance of our Lady to Thomas. 

(47) Ostlers. The Assumption and Coronation of the Virgin. 

(48) Mercers. The Judgment Day. 

(49) [fragment]- Innholders. The Coronation of Our Lady. 

Such is the register of the plays in the British Museum 
manuscript, and it may be taken as fairly typical of the 
similar series of plays being performed all over Britain. 
T,he first point of i ntere st about them is the close connexion '* 
oftlie plays witn the trade g uilds^ It might be said, indeed, 
that'witttout tnese traHe^ilds the regular cycles of mystery 
plays could never have come into being. The guilds-pro- 
vided the actor s, and, what is more important, they pxDvided 
the m oney fo r the pageants, the primitive ^s cenery / and 
the c ostumes .- It wilF be noted how in many instances 
plays were given to guilds specially qualified to deal with 
them ; thus the mariners took the Flood, and the goldsmiths 
the Adoration. S econdly, it will be obser ved that these 
pl ays cannot be judged critically on any sYandards~ 5 tidl~a s^ 
are applicable to other dramas. . Each play stands alone, 

1 Makers of bows. " Those who feathered arrows. 

® Makers of tapestry. ^ Dyers. 

® Makers of pins. “Weavei^s. 
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yet all are but parts in a vast cycle which is a kind of Divina 
Commedia in the medieval sense of the term. Moreover, 
there could be nothing more futile than to attempt a general 
criticism of these works, or even of particular cycles, as one 
can criticize the plays of Marlowe or of Shakespeare. For 
the mystery plays have no author, or countless authors, 
put it in which way we will. The cycles were constantly 
changing. Unquestionably portions were added to or taken 
away from particular plays. The whole cycles are typically 
medieval in their almost complete anonymity. All we 
may do, therefore, is to indicate some of the chief points 
in one or two of the dramas or separate cycles, stressing 
chiefly those elements which might be held to oifer hints to 
the regular dramatists of later years. 


From the l iterary point of view the York cycle is possibly 
the -least, entertaining. Its high-water mark of "excellence 
is to be found in the last few plays dealing with the Passion 
of Christ, but even here there is little that strikes us as 
great or even as possessing the potentialities of greatness. 

* The_yalue pf this cycle is largely historic and linguistic. The 
Chester j:3*cl^ presents, oln the ’other" hahd7 ’certain' 'features 


of interest. This series may have been influenced slightly 
by the plays of York, and certainly something seems taken 
from the great French Mystere du Vieil T.estament, but there 
is about these dramas a' genuine devout ness . of -tone which 
appeals even to a modern reader. Not thatTliF™gi;Qte§que 
elements are wanting. They are displayed here clearly in 
the waterleaders’ pageant of The Deluge, where Noah’s wife 
appears in her traditional guise of a scolding shrew. 


Noc. Wife, come in! why standes thou here? 
thou are ever froward, that dare I sweare. 

Come in, on gods half! tyme yt were, 
for feare lest that we dro-wne. 

xtxor Noc?- Yea, Sir, set vp your sayle 
and rowe forth with -evill heale ® ! 
for, without any fayle, 

I \snll not out of this towne. 

But ® I haue my gossips everichon,^ 
one foote further I will not gone 


every one. 


‘ ^Noah’s wife. 


2 health. 


3 unless. 
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they shall not drowne, by St John, 
and 1 1 may save their lyfe. 
they loved me full well, by christ; 
hut thou wilt let them in thy chist," 
els rowe forth, Noe, whether thou list, 
and get thee a new wife. 

Noc. Sem, sonne, loe, thy mother is wraw.® 
for sooth such another I do not know. 

Sem. Father, I shall fett* her in, I trow, 
without any fayle. 

Mother, my father after thee send, 

And bydds the into yonder ship wend 
loke vp and se the Avj-nde, 
for we be readye to sayle. 

vxor Noc. Sonne, goe again to him and say : 

I will not come therein to daye. 

Noc. Come in wife, in 20 devills waye. 

Or else stand there without. . . . 

vxor Noc. That will I not for all your call, 
but I haue my gossopes all. 

Sem. In faith, mother, j'ct you shall, 
whether you will or not. [tunc ibit.^ 

• Noc. Welcome, wife, into this boate. 

vxor Noc. And haue thou that for thy mote ® 1 

\Et dot alapam viia.'^ 

Noc. A! ha! marj', tliis is hote,® 
it is good to be still. 

Whatever jglli%atio^ may appefar in scenes such as this, 
it is, however, the emotioA- 'annearing in these Chester 
plays that calls for "most attention. It is nowhere* better 
expressed than in the play oi^Ahraham’s Sacrifice^ ^txioxmtd. 
by the Barbers and the WastHiandlers. The portraits of 
Abraham and Isaac are well drawn, and there is a perfect 
charm in the childlike presentation of this heart-touching 
story. 

Abraham, Make thee ready, my Derling, 
for we must doe a lyttle thing, 
this wood vpon thy back thou bring, 
we must riot long abyde. . . . 


^ if. ® chest, or Ark. ® angry. ■* fetch. 

° Here she is forced into the Ark. ® speech or argument. 

’^She gives him a slap (vita probably =OTV/a, ‘being conquered’). 
®hot. 
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Isaak. Father, I am all readye 
to doe your bydding mekelie, 
to bear this wood full bowne^ am I, 
as you commaunde me. 

Abrahavi. O Isaak, Isaak, m)-^ derling deere, 
my blessing now I geve the ® here, 
take vp this fagot with good cheare, 
and on thy backe yt bringe, 
and fire with me I will take. 

I soak e. Your bydding I will not forsake, 
father, I will never slake 
to fulfill your bydding. 

\T line Isaak accipiet ligmtin super fergum et ad 
moiitein pariter Ibunt.^ 

Abraham. Now Isaake, sonne, goe we our waye 
to yonder mountayne, if that we maye 

Isaake. My dere father, I will assaye 
to follow you full fayne. 

Abraham. O ! my hart will break in three, 
to heare thy wordes I have pyttie. 
as thou wilt, lord, so must yt be ; 
to thee I will be bayne."* 
lay downe thy fagot, my owne sonne deere ! 

Isaak. All ready, father, loe yt is here, 
but why mak you so heavie cheare? ® 
are you any thing adred® ? 
father, if it be your will, 
wher is the beast that we shall kill? 

Abraham. Ther is non, sonne, vpon this hill 
that I see here in this steed.'*' . . . 

Isaak. Father, tell me of this case, 
why you your sword drawen hase, 
and beare yt naked in this place; 
thereof I have great wonder. 

Abraham. Isaac, sonne, peace ! I pray thee, 
thou breakes my harte even in three. 

Isaac. I praye you, father, leane ® nothing from me, ■ 
but tell me what you thinke. 

Abraham. .0 Isaac, Isaac, I must thee kill. 

Isaac. Alas ! father, is that your will, 
your owne childe here for to spill,® 
vpon this hilles brynke? ... 


1 ready. - thee. 

3 Here Isaac takes up the wood on his back, and both go off to the hill. 

4 obedient. ^ Why are you so heavy of heart? 

6 afraid. place. « keep. ® destroy. 
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Abraham. O my sonne, I am sory 
to doe to thie this great anye ' : 

Gods Comaundment do must I, 
his works are ay full mj'lde. 

Isaac. Wold God, my inother., were. here with. me !• 
she wolde tiiele vpori her knee, 
praying you. father, if it might be, 
for to save my life. 

Abraham. O Comclie Creature, but " I thee kill, 

I greeve my God, and that full 111: 

I may not worke against his will 
but ever obedyent be, 

O Isaac, Sonne, to thee I saye: 

God has Comaunded me this daye 
sacrifice — this is no naye ^ — 
to make of thy boddye.^ 

Isaac. Is it Gods will I shold be slaine? 

Abraham, yea, sonne, it is not for to layne® ; 
to his bydding I will be bayne, 
ever to his pleasinge. . . . 

Isaac. Maryl father, God forbydd 
but you doe your offringe. 

Father, at home your sonnes you shall finde 
that you must love by course of kinde.® 
be I once out of your mynde, 
your sorrow' may sone ^ cease. 

But you must doe Gods bydding. 
father, tell my mother for nothing. 

It is easy to see here the emotional oower ^ even if 
expressed in crude phraseology, which was later to give 
inspir ation to more artistic and more cu lturM~dram'ati 5 ts: 

Clear marks pf composite authorship are afforded in the 
so-called “ Townelev” cvcle'y which probably belongs to the 
town of Wakefield.* Some of tlte. plays. are evidently taken 
over from the York series, or belong to some common 
source; others are independent, but of small literary value; 
and a few (plays iii, xii, xiii, xiv, and xxi) are characterized 
by a humour freer and bolder th an anything visible in 
the other mystery cycles. Indeed, in those five plays we 
have the first sure signsjp j Lthe hand of a writer possessing 
i odependen t„tbo.ught..aadJbadfczMuaLjexpressipiL- The five 

^ annoy (=harm). 2 unless. * there is no denying. 

** body. ® to be denied. o nature. f soon. 
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plays deal with Noah, the Shepherds, the Adoration, and 
the last days of Christ. Of these unquestionably that which 
possesses most interest is the so-called Secunda Pastorum 
(Nos. xii and xiii are both shepherds’ plays), in which 
occurs the delightful native pastoral of Mak and his com- 
panions. The shepherds are shown chatting “in rustic 
row’’: Alak enters to them, and, when they lie down to 
sleep, he succeeds in stealing a lamb. His companions 
awake, and find their loss. Together they troop down to 
jNIak’s cottage and knock at the door. Mak lets them in, 
and they see a cradle (in which the sheep is wrapped up). 
The third shepherd wishes to see the supposed child : 

Gyf me lefe ^ hym to k}’s and lyft vp the clowtt.- 
what the dewill is this ? he has a long snowte. 
prumis pastor, he is merkyd ® amys. we wate ill abowte. 
ijtis pastor. Ill spon ^ weft, Iw'ys ° ay commys foull owte.® 

Ay, so! 

he is lyke to oure shepe 1 
iijiis pastor, how, g)*b ! may I pepe? 
primus pastor. I trow, kj-nde" will crepe 
where it may not go. . . . 

Mak. Peasse ® bid I : what ! lett be youre fare; 

I am he that hym gatt and yond woman hym bare. 
primus pastor. What dewill shall he hatt ° ? Mak ? lo god ! 
^lakys ayre 

ijus pastor, lett be all that, now god gyf hym care, I sagh.^^ 
Vxor. A prattj’ child is he 

As syttys on a woman’s kne; 

A dyllydowne, perde. 

To gar^- a man laghe. 

iijus pastor. I know hym by the eere marke that is a good 
tokyn. 

Mak. I tell you, surs, hark ! hys noyse was brokyn. 

Sythen told me a clerk that he was forspokyn.^^ . . . 

Vxo7‘. he was takyn with an elfe, 

I saw it myself. 

when the clock stroke twelf 

was he forshapyn.^" 

ipis pastor, ye two ar well feft sam in a stede.^® 


1 leave. - cloth. s marked. * .spun. ® truly, 

“out. 7 nature. “peace. “be called. ^“Mak’s heir, 

i^say. i=make. i“nose. bewitched, ^“misshaped. 

Literally, endowed together in one place, i.c., both in the plot. 
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iijus pastor. Syn tliay mante3^ thare theft let do thaym to 
dede.^ 

Mak. If I trespas eft gyrd of my heede ^ 
with you will I be left.® 
primus pastor. Syrs, do my reede.* 

ffor this trespas, 
we will na^vthcr ban ® ne flyte.® 
ffyght nor cbyte,'^ 

Bot liaue done as tytc,® 

And cast hym in canvas.® 

This scene, because of its vivacity and realism, has become 
well known, but it is typical of many other scenes in which 
a crude k ind of native comed y-may-be- seen "sLiu ggling to 
birth. Thus in the most^terrible scene ot the Crucifi.rion 
humour is introduced in the persons of four torturers. 
They work away at the cross, and start hauling it to its 
place : 

Tcrcius tortor. So, that is well, it will not brest,“ 

But let us se who dos the best 
with any slegthe of hande. 

Hi jus tortor. Go we now vnto the othere ende; 
ffelowse, fest^^ on fast youre hende,®® 

And pull well at this band. 
primus tortor. I red,'® felowse, by this wcdyr,i* 

That we draw all ons togedir,'® 

And loke how it wyll fare. 
ijus tortor. let now se and lefe^® youre dynl 
And draw w'e ilka syn from 5301^^; 
ffor nothyng let vs spare. 
iijus tortor. Nay, felowse, this is no gam ! 
we will no longere draw all sam,^® 

So mekill ®® haue I asspyed. 
iiijus tortor. No, for as haue®*^ I blys! 

Som can twyk,®® who so it is, 

Sekys easse on some k)m syde.®® 
primus tortor. It is better, as I hope. 

On by his self to draw this rope. 


^ do them to death. " head. ® I will agree with your judgment. 
* act according to my counsel. ® curse. ® quarrel. ^ chide. 

® quickly. ®toss him in a blanket; burst. fasten, 

hands. 1® counsel. weather. 1® together. i® leave, 
sinew from sinew. i®game. 1® together. ®®much. 
may have. 2® pull slightly. 2® on some side or another, 
each by himself. 


38 


BRITISH DRAMA 


And then may we se 
who it is that ere while 
All his felows can begyle, 

Of his companye. 

Sennidiis tortor. Sen^ thou will so haue, here for me! 
now draw I, as inyght thou the 2? 

Tcrcivs tortor. Thou drew right wele.® 
haue here for me half a foyte * ! 
qmrtus tortor. wema,® man! I trow thou doyte! 

Thou fl3't ® it neuer a dele ; 

Bot haue for me here that I may 1 
primus tortor. Well drawen, son, bi this day! 

Thou gose well to thi warke! 

Secuudus tortor. yit efte,® whils thy hande is in, 
pull therat with some k3'n g3'n.® 
iijus tortor. yee, & br3'ng it to the marke. 
guarius tortor. pull, pull ! 
primus tortor. haue now ! 

ijtis tortor. let se! 

iijus tortor. A ha ! 

Hi jus tortor. 3'it a draght^®! 

primus tortor. Therto with all my maght.^^ 

ijus tortor. A ha! hold still there ^*^! 
iijus tortor. So, felowse! looke now bclyfe, 
which of you can best dryfe. 

And I shall take the bore.^® 

The other stray examples of mysteries need not detain us 
much further, although the Litdits Coventry, if only for its 
peculiar character as an unattached cycle and for its fanciful 
theology, deserves close attention. This series of forty-two 
plays has nothing to do with tlie regular Coventry Corpus 
Christi cycle, of which all but a fragment has perished, and 
which was most probably performed at more than one town. 
Apart from these major series the most interesting relics 
we possess are the detors’ parts for three little playlets of 
an exceedingly primitive type. These actors’ parts were 
discovered at Shrewsbury in 1890 and show clearly how the 
Latin anthems at Christmas and Easter were gradually 

1 since. - thrive. s •^vell. * foot. ® alas ! 

® move. ^ bit. ® yet once again. 

®with some kind of cunning (‘gin’ means either ‘engine’ — ^tool, lever, 
etc. — or ‘artifice’). 

10 yet anotlier pull. 11 might. is there. 

ishtHe (with reference to the hble in which did Cross is to stand). 
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adorned with fragments of dialogue in the vernacular. The 
Offidum Pastorum gives us the basis of the later shepherds’ 
plays, the Offidum Rcsurrcctionis the elaboration of the 
Qtietn Quccritis trope, and the Offidum Pcregrinorum the 
first stage of development in the ever-popular story of 
Christ’s reappearance before his disciples. The majority of 
the other extant mysteries and miracles have less intrinsic 
value. The Newcastle Shipwrights’ play is in the ordinary' 
tradition; the Abraham and Isaac probably belonging to 
Northampton is interesting for its association with the 
French Mysterc du Vieil Testament; and the “Digby” 
plays of The Conversion of St Paul, St Mary Magdalene, 
and The Massacre of the Innocents show evidence of a 
capable authorship. None, however, deserves detailed 
mention here. Two points of historical importance might, 
on the other hand, be noted in the Norwich play of The 
Fjill_ a.nd in the Croxton Sacrament. In the second version 
of tlie~T6fmer there are Inffoduced the figures of Dolor, 
Myserye, and the Holy Ghost, showing that the original 
myste ry tradition w as widening itself to include characters 
no't in the sacred, text,, and was-approacliingL_ the allegoric al 
t\'pes of the moralities. I n the latter, which dates from 
the second half of., the fifteenth century, there is a note 
that “ix may play yt at ease,” a sign possibly that the 
original guild actors were giying way to professional players, 
who were touring the country and presenting the pieces 
originally associated with amateur performances. 

What, it may be asked in conclusion, is to be our final 
judgment„on_this_niy.steryJxaditiQU.jso.Jai:~as..it-conGer4is 
the-deyelo^rent-ot drama t ic art ? Obyi^usly there are 
m any defects in thr*^ys. Thgy ard^liaotjc in construc - 
tion, the, cycles forbi ddin g theinore^dered expression of 
I ndiyidual thoughts^and feelings. ^ t^dn. yrvatism._ moreov er. 
rules these dramas.^ the stories and the types were .a lready 
tHere' before the~^thors when'^hev sat <^own tn -w^ 4 tp 
Hardly any scop e was offered to t he dramatist whQ^t myht 
Kave, superabiinda nt dramatic inven tTvpnpsrT^I-ifr' stilted- 
n ess of themnguag p aflFerts us also ; clearly the wni^s are 
•fettered by the yarious rimes and measures in which the 
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dialogue is cast. 1 On the other hand,_^we see many possi- 
bilities for f utu^ . .advanced The m^enes gave_ to “tiie 
pedplE~~dr~ Englahd a taste for theatri^~sIio^’'' sTThey pre- 
pared Tlie grouncTf^ the Elizabethan drama oT later d ate ; 
the}’ jrovid ed_jthe_J3 asiR for further develo pment along 
artislic lines. There was little here that was artificial 
and" imitative. In origin the English mys^eries_ may have 
borrowed' much from the Prehch" plays of a similar type, 
- but fuTTd a men ta h\’--tfacv''ijr e atiied~~ijf~En glisir soiI7 The 
anachronisms permitted~l5y~th'€~la5 r~ stan d ards o f . medieval 
art, moreover, '~allbwed~a' , f fpfinei^nd . .vitality, of. treatment 
which would have been' impossible under different con- 
ditions. Cain becomes an En glish peasant of _grasping and 
rapacious mood; the shepherds in the Seciinda Pastoriim 
are not the shepherds of Palestine, but the shepherds of an 
English countr 3 ’side ; Noah’s wife is a “cursed shrew” 
of some provincial town. The serious scenes, too, have 

frequently this .realisdc_flayour. The murderers who 

surround Christ in the Wakefield play of The Crucifixion 
are native types and owe nothing to their historical sur- 
roundings. I t is the freshness, tlien. of the mvsterjt ^plavs 
which deserves our att ention, for it was t his freshness add ed 
-^to a sense of forml3dfrowed~from a study of classica l art 
which gave to us^e glories of the Shakespearian drama. 




CHAPTER III 

THE DEVELOPMENT OF PROFESSIONAL DRAMA 
The Morality Plays 


T he exact steps in the advance from miracle play to 
morality are exceedingly difficult to trace, although 
a hint of the process is provided in the Norwich 
play, The Fall, noted in the last chapter. All we can say is 
that some century and a half after the miracles had first 
become an established form the morality play makes its def- 
inite appearance. \ These morality D lav.s,diiIeE.entirely.J[rjDm 
thajother-Lype.' tin the first place, they are all much longer 
than any of .the component parts of a mystery cycle, and '• 
some are' divided after the m anneiL_oi.ihe.S.enecan-tragedles 
• i nto a c ts and— scene s.' Nor were they written for precise ly 
th e same audience. Many were clearly penned for pro- 
duction in the halls of persons more aristocratic than those 
who witnessed the mysteries, and the majority, if not all, 
of them must liave been performed by professional actors. 
The notes on the title-pages of Impacyente poxicrtc that 
“Foure men may well and easelye playe thys Interlude,” 
and of Weltli and Helth that “Foure may easely play this 
Playe” point almost certainly to jdiejgmalLbancLof-stcollwig 
players. Here, too, we find for the first time clear indica- 


tions of * individual a ut horsbip . W rap pe(Las-.tlie-niQEalitiea 
may be., in medieval abstractions .-:^Yith— theni_tlie--drama' 
begins to jhove into the light of the modern age. jOn many 
of them renascent humanism^has set its seal, ’ 


The moralities are all characterized bv^ Alie u se of ab- 
» stractions....and , ,o.f. allegorical ch aracters , .as the dramatis 
persona. ,At..fiiat,.sigm-JJiis might appear to be a-Xetro- 
gxession_from__the _real. ,,or supposedly real, figures of the 
mystery plays, but the-retrQfflessionJs-more-appar ent-thaD ' 
actual . Constantly the , allegory, as such Js.,breakmg,dc)wnj 
and_contemporarv traits are giv.en_t o_the I).eadly-Sins.-and 
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Everlasting _M[isdoms_jn which these plays abound.. Thus 
E vil Co u nsel in the play called Johan the Eiiangelyst is a 
portrait of the Tudor age. His words have nothing in them 
that would connect him with the title of the play. 

For sythe' I came fro Rochester 
I haue" spente all my wynnynge® 

By our lady I wyll no more goo to Couentry 
For there knaues set me on the pyllery * 

And threwe egges at my hede ® 

So sore that my nose dyd blede 
Of whyte wyne galons thurty. 

This is a roysterer of early days speaking, not an ab- 
straction. ' The peculiar paradox, therefore, is that in 
aRPArentl3[.jdra3vingja[rama.,away^ from r ealism, to a ll egory 
the^.morality writers su cce eded in linking it still*' 61 os er \y ith 
actual ..life. The comic scenes in these moralTties" have in 
them "the germs of that^ ^lrumou f which later supplied the 
authors of the interludes, from whom it was passed on .to 
the comedy writers of Elizabethan times. The rough 
Jarce,pf the scene in Redford’s ,fFv^ a nd Science (c. 1541-8) 
in which Ignorancy gets Idleness to pronounce his name 
in syllables, the similar scene in ^cspublica-xvhtrt Avarice 
teaches Adulation the word ‘reformation’ by the same 
means, the introduction of broken Dutch in the figure of 
Hance Beerpot mJJCeWuond-Jleltlh, all show ^uite clearly 
the potentialities inherent in this style. "Eo r*' tragedy too 
there la}’’ great ..possibilities. .in„this ..f orm jo.f__drama. The 
— cardinal feature of nearly all the moralities was the pursu it 
f of Everyman (Humanum Genus or Mankind) bv evil f orces 
and his rescue by Conscience or Wisdom. Not only are 
the abstractions, rendered into contemporary types, but 
the thoughts and emotions of man are personified. It 
is not fanciful here to see the beginnings of that ^a^g ic 
s oul-s truggl,e.-:^v)iiclr' later became so marked a character- 
istic of the Shaicespearian drama. Men were taught here 
/ ithe secret (k>ipQgressionjDi.j:b.ar.acter and the-deli neat ion of 
jconflicting pas siong.^ And to these features of the morality 
tplays must ■ be addei^-^y re sense of__construction and _unit3! 

1 since. - The letters u and v at this period were often transposed. 
® winnings, earnings, or income. pillory. ®liead. 
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of fonn . previously referred to, which set them far ajDart 
from the chaotic heterogeneity of the mystery cycles.^^-^ 
|The best known of all the moralities if^Everp'n a)lt^ (end 
of fifteenth century), which may have formed the original 
of, or itself ma)' have been taken from, the corresponding 
Dutch play, of Elckerlijk} Superior though this drama be 
to the’ majority of these fifteenth- and sixteenth-centurj' 
works, it is not untypical of a large class of similarly moral 
plays. In it God calls upon Death, who approaches Every- 
man. Fellowship, Kindred, Goods, and all worldly things 
forsake him; only Good Deeds consents to follow him 
over the passage of the grave. The verse of this drama is 
very no etic.and marks it out as being one of the chief works 
of fifteenth-cent ur y literature. Along with Everyman may 
be taken a whole series of kindred moral plays. 
/gynjoLpresents the hero befriended by Mercy and attack^ 
by the rascally company of Nought, New-gyse, and Nowa- 
da3's. ' The scenes in which these vagabonds appear are 
ggIiyj.nely~.CQmic,-and the desires of the audience are well 
seen in a passage which precedes the entrance of Titivillus, 
the devil. New-g)'se and Nowadays decide that this will be 
a good moment to take a gathering from the audience, and, 
turning to the spectators, they proffer the collecting-bag : 

Ncw-gysc. je ^ ! go ® wey ■* ! we xall ® ga^cr money on-to; 
Ellys per xall no man h5Tn se.® 

Now gostly to owur purpos, worschypfull souerence ’• 1 
We intende to gather mony, yf yt plessc yo^vur neclygence,® 

For a man with a hede /;at [is] of grett omnipotens. 

Nowadays. Keep yowur tayll, in goodnes, I prey yow, goode 
broj^er ! 

He ys a worschyp[f]ulI man, sers, sauynge yowur reuerens; 

He louyth no grotis, nor pens or to-pens.® 

Gyf ws rede reyallys,^® yf 3^ wyll se hys abhomynabull presens. 

New-gyse. Not so ! 30 J)zt mow not pay pe ton, pay pa toj&er ! 


See the edition of the latter by Professor H. Logeman (1892) for a 
discussion of the relationship of the two plays. 

®Yea(3=y). ®thy (^=lh). ^way. ® shall. 

®or else no man shall see- him. sovereigns. ®your negligence. 

® He doesn’t love groats, or pence or twopenny pieces. 

“Give us red royals (a coin). 

^’■Not so! Vdu &at can’t jJay the cine, pay th’e othferl 
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In Henry Medwall’s aoodh Jnt erhide of Nature ( end of 
fifteenth century) Man is addressed by Nature, while Bodily 
Lust, Sensuality, and Worldly Affection strive to draw 
him away from Reason. Mor al in aim, too, is Jo han the 
Euangelyst, where Evil Counsel and Idleness play the 
wicked parts. The contempora ry f eatures of the former 
have already been commented upon. A^j’we^iterhtde 
o f Im pacyente pouerte (printed 1560) is of a similar cast. 
Envy, ColThasiard’efahd Mysrule play the vagabond crew, 
and are opposed by Peace and Pouerte. Here once more 


the xea lism o f fre pres entation of the dra matis perso na; 
attracts our notice. This realism is further increased in 


An cnterhide of W'elfh, and Helih , very mery and full of 
Pastyme (early sixteenth century), in which Welth and 
Shrowdwyt are as full of vitality as any character in regular 
sixteenth-century farce. .D ialect is here introduced by 
Plance Beerpot, and 111 W3dl in some scenes pretends he 


Spanish and speaks a kind of mixed language with English 
and Spanish forms. InJ:his45lay--we-a.re-close^to4he..cojiij[c 
interlude proper. The^PjrJdepf Life (early fifteenth century) 
is nearer to the mystery tradition with its characters Rex 
Vivus, Primus iMiles Fortitudo, and Secundus Miles Sanitas, 


but in the Nuntius Mirth it draws close to the realism of 


the others. Mind, Will and Understanding has a slightly 
variant tlieme in the presentation ofTAmma^ with her three 
parts, Mind, Will, and Understanding, seduced by Lucifer 
and reconverted by Everlasting Wisdom. A struggle for 
the soul of Humanum Genus is once more to be found in 


Tlw Cn stell of Perseveranc e (early fifteenth century), one of 
the earliest-known moralities. A M alus_Angelu.s_jwith the 
Seven • Deadly Sins and 4^onus_j^gel,u^ with the Six 
Divine Graces are the chief contending forces. Of slightly 
different features is the propre nezve Inte^’hide of the Worlde 
and the Chylde, otherwyse called Mundus & Infans (printed 
1522) and in Tohn Skelton’s Jb etter-known Maguyh}.c ence, a 
aoodh mtejdnAe,jandjijn.ery (printed iS29“33)- The latter 
is particularly interesting as showing th^^JLnfl,u,ence...jaf 
hmnanjsticJiiQUght .upon this form of drama, the didactic 
aim being not so much moral ‘ as' calculated to convey a 
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truth emphasized by many classic philosophers — the folly 
of expending money lavishly and trusting all to friends 
who may prove false^.^'^Even Magnyfycencc, however, skil- 
fully as that is ^written, is of minor importance when it is 
set beside 'Sir David Lyndsay’s work in the Scottish dialect, 
A ne Satyre~b'f the time Esiaits. in couwiendation of vertevj 
and vitvperation of v\'ce (c . This is a much more 

ajmbitious work tiian any of the pieces we have considered 
above. It takes the form of a disputation surrounding 
Rex Humanitas between Diligence and Wantonnes, which 
gives place to an “Interlude” introducing as its chief 
character “Pauper, the pure Man.” Though the last 
named Lyndsay proceeds to sati riz e, the corruptions o f 
Church and of State, h is. Jjltte r style showing clearly his own 
feelings and thoughts. Thus Pauper proceeds to give an 
account of his position : 

Gude-man, will je gif me 3our Charitie, 

And I sail declair 30W the black veritie. 

My father was ane auld man, and ane hoir,^ 

And was of age fourscoir of 3eirs®* and moir®; 

And Maid, my mother, was fourscoir and fyfteine; 

And with my labour I did thame baith susteine. 

Wee had ane Meir,'‘ that caryit salt and coill; “ 

And evcrie ilk® 3cir scho^ brocht vs hame ane foill.® 

Wee had thrie ky,® that was baitli fat and fair, — 

Nane tydier into the toun of Air.*® 

My father was sa waik** of blude and Sane,*® 

That he deit*®; quhairfoir my mother maid great 
maine,** 

Then scho deit, within ane day or two; 

And thair began my povertie and wo. 

,Our gude gray Meir was baittand *® on the feild ; 

And our Lands laird tuik hir for his hyreild.*® 

The Vickar tuik the best Cow be*’^ the head, 

Incontinent, quhen *® my father was deid ; 


*hoar (= white)'. ® years. ®more. *mare. 

® which carried salt and coal. o each. f she. ® foal. 

® kine. *® Ayr. i* weak. . *2 bone, *® died. 

** wherefore my mother made great lament (moan). 

*® battened, 

*® took her for his rent or heriot (by which a lord claims the best ani- 
mal on the death of a tenant). *’^by. *®when. 
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And, quhen the Vi’ckar hard tel how that my mother 
Was dead, free-hand he tuke to him ane vther> 

Then Meg, my wife, did murne, both evin & morow, 

Till, at the last, scho deit for verie sorow. 

And, quhen tlie Vickar hard tell my wyfe was dead, 

The thrid Cow he cleikit be the head.® 

Thair vmest cla3’is,® that was of rapploch * gray. 

The Vickar gart ® his Clark bare them away. 

Quhen all was gaine, I micht mak na debeat,® 

Bot, with my bairns, past for till beg my meatJ 
Now haue I tald 30W the blak veritie. 

How I am brocht into this miserie. 

Diligence, to whom he tells this tale, is surprised and 
questions him ; 

How did 3e person ®? Was he not thy gude freind? 

to which Pauper at once makes reply : 

The devil stick him ! He curst me for my teind,® 

And halds me 3 it vnder that same proces, 

That gart me want the Sacrament at Pasche.^^ 

In gude faith, sir, thocht he wald cut my throt, 

I haue na geir^® except ane Inglis grot,^® 

Quhilk I purpois to gif ane man of law.^^ 

t 

I The answer of Diligence is straight and to the point: 

f Thou art the daftest fuill that ever I saw. 

Trows thou, man, be the law to get remeid 
< Of men of kirk?®® Na, nocht till thou be deid.®^ 

LyjTdsayIs..satij:e,^\dtli.Jts_bitin g realist ic tauclies^is far in 
advance of any of the English moralities. 

P yery_so.orL.the...morality-as>suclupassed.-into .. the„ser.vice 

”^1 of ..oi^ejr „parties J:han_that.oI_tlie . jnoral . teachers. Already 

we. can trace a political el .emept-jn-Lvndsav.!s-.w.ork. and 
this is intensified in RespuhKc^ { 1 5 3 ) , a well-written drama 

1 immediately he took another. 2 caught by the head. 

® last clothes. •* a kind of tweed. ® ordered, caused. 

®I could make no reply (do nothing). 

went away to beg for food. ® parson. 

®He excommunicated me for my titlies (i. c., for not paying tliem). 

®° holds me yet. ®® which makes me go without Communion at Easter. 
®® property. ®® English groat. 

which I intend to give a lawyer. ®® maddest fool. 

®®Do you expect to get remedy from the clergy by means of the law? 
®'^No, not till you’re dead. 
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directed against the reformers. The scenes of the People 
here are .excellently conducted. So too in jy yt and Science 
(1541-8) we find the morality being used in the cause of 
humanism against the forces of Ignorancy and Idleness, 
who both appear among the dramatis persona:. In every 
way during the sixteenth century the scope of this form 
was being widened, so that .it merg ed_j::eadily__,i nto the 
i nterlu de-pmper. 

One need devote no special comment to the fact that any 
account of the morality plays or of the mystery plays must 
necessaril}*^ be disproportioned. Many of the dramas written 
during those centuries must have perished irretrievably, 
although there is always hope that new examples will 
be discovered. It was only in 1906 that, in an Irish 
country mansion, three important moralities, otherwise 
unknown, suddenly came to light. Some fragments of a 
play called The Cruel Debtor (c. 1566), by one Wager, 
were unearthed recently in tlie British Museum, and in 
1923 these were added to by the chance discovery of 
another leaf of the play.^ Moreover, one of the most 
important links in the development of the drama, the 
gpdely interlude of Fulgens Cenatoure of Rome [and] Lucres 
his daughter, turned up unexpectedly at the Mostyn sale of 
1919. It may well be understood, therefore, that our 
knowledge of the drama of this period rests only upon a 
few scattered items of evidence w'hich time has carelessly 
handed down to us. From what remains we can but 
hazard a few generalizations which may come more or less 
close to the truth. r^e..jnoralitv play ...ma rks no retro- 1 
gressive mov ement ui it there are .sugge sted many pos - 
sibilities„oi„futm:e.-de.vel opment both in tragedy and in 
comedy; many of the characiers ....presented, even though 
their names may be allegoncaljlTave a vitality flacking in 
later dramas intended to be realistic. The p rofoun d de- 
YOtion-_of - the authors gave to their plays .a, deep .serious- 

g.es§>of^t.Qne,-.. 3 iidJfiei,r^inhei:ent-sense-of-hum 5 u£:.^ioyi.d.ed 
cpniic...scenes.-:oL.a- 4 ruly_e 25 ^QeUeni_c^ In several partic- 
ular ways, too, these„authojt:s.,ofJ :he moralities handed o n.^ 
^See Malone Society .Collections, i, 4 and and ii, 2. 
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^^raditionsJater,-t0-be4:raxisformediii,the^Elizat!ethan^perio4- 

Of these traditions, that of the Vice may be taken as typical. 
The Vice' has already -been found in the 'mystery plays; 
he becomes an established figure in the morality, .IJi§ 
sense of ;;_fun. Jus rascalit^^ his _quips, a nd his jes ts made 
ihim .a. stock_figure^ and it i s n o mer e fancy that finds him 
'under, tlie.guise^ojL Eeste_„and_Touchstone at the c lose pf 
5 the^sixteenth, century- 


(ii) From Symbolism to Realism. The Interludes 
AND Court Plays 

In passing from the morality proper to the interlude, 
the same warning concerning tlie scantiness of the texts 
preserved must once more be given. It is even more certain 
here that countless plays have perished. A glance at 
Professor Feuillerat’s volumes of records from the Revels| 
accounts will display clearl}'- the loss of these early dramas. 
Of many plays mentioned there only an infinitesimal por- 
tion has come do^^^l to us. Again, therefore, any account of 
this dramatic development must be regarded as tentative 
rather than final in character. 

The word 'interlude’ seems to have had, and still to have, 
n o -x Leny ■d efin ite., meaning.- It may imply simply ^.-.^jlay.’ 
in the sense that it is a Indus carried on Jbetween {inter) 
seve ral characters ; ^ but the use of the term in Lyndsay’s 
Ane Satyi'e of the thrie Estaifs would seem to show that 
the alternative significance, that of a pla y in^.the midst of 
ot her fe stiviti es or business ,_was in the minds of many 
early wr^ers. .Unle ss we .confine.. tlie.Jerm strictly to those 
\plays of a realistic __spxt.^ as,., .for .example, He 3 rwood’s ) -w.e. 
lean find’- no strict line of _deinar.catjonj 3 etAveen..it..and.,the 
'itefm 'mdrality.’ ^ As has been noted, many of the moralities 
proper were styled by their printers or authors ‘interludes,’ 
and even the characteristics of the two forms merge into 
one another. Thus Hyckescor ner (early sixteenth century) 
is in the main a morality, yet shows a clear development 
^ toward the greater elaboration of purely comic elements ; so 
^See E. K. Qiambers, The Medieval Stage, ii, 183. 
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too do Theterlnde of (re ign of Mary), A newEnter- 

lude called Thersytcs (c. ^5^, and John R^tell’s 
Interlude and a inery^f*the nature of the Mii. elements. 

It is with gastell_ and those^wfio were associateqU^th 
him — MedwMh Sir Tliomas More, and Jolni He}^voo d — ^that 
we begin cle^y to move into a new realm!^ Here,"?or the 
first time, we meet witl^^ ^ie introduction of purely secular 
characteris tics ^ The group of plays concerneHIn this new 
m oveme ntJ ncludfisJ^' Ied wall’ s newly discovered Eulgens and 
Lucres and the kindred Calisto and Melcbea (printed by 
Rastell) translated by an anonymous writer from an Italian 
version of the Spanish Celestina (1492). Besides these 
there are HeywoocT s A'dialogtie concerning witty and witless, 
A play of lone (printed 1534), and The Play of the wether 
(printed 1533), with the trilogy of interludes attributed to 
Heywood — The playe called the fourc P.P, (printed 1 543—7) , 
A mery Play betwene the pardoner and the frere, the curate 
and neybour Pratt e {c. 1513-21; printed 1533), and A 
mery play Betwene Johan Johan the husbande, Tyb his wyfe 
& syr Ihdn the prcest (printed 1533). To the above may 
also be added Of Gentylnes and Nobylyte. > A dyaloge . . . 
compilid in maner of an enterliide (printed by Rastell), 
attributed, on what appears to be sure , evidence, to Rastell 
by Dr. A. W. Reed. Thrpp dpar tv., dpfi«od^i.i;~traf-a.-arp 
revealed in this_group_oiLplaT.si^‘. PTj[mitbLe-de6fl£jdnd 
of d ranm^exemplified . in Heywood’s' three known plays ; 
a 'C0dfse«’but hearty farce form -sho-wn-in The'foure P.P. and 
the two accompanying dramas; a nd -a-"' romantic comedy 
form displayed most notably in Fulgens and Lucres. The 
first is probably of least importance. A play of lone is 
somewhat confusing and artlessly arranged, and rises hardly 
at all above the levels of a mere debate. A dialnmie rnn - 
cerninp wittv and witles s has more of the vis comica in it, 
but does not present to us anything that calls for detailed 
mention. I n The Play of, the, w ether, on the other hand, we 

^ The -various papers contributed to The Library by Dr. A. W. Reed, 
as -well as his study on The Beginnings of the English Secular and Ro- 
mantic Drama (Shakespeare Association), have thrown much new light 
on the development of the drama in the hands of this group. 
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have a truly humorous little fa r.cg,3vherein Jupiter appoints 
Mery-Reporte (the representative of the Vice) to summon 
before him all who might have complaints to make con- 
cerning the weather. A Gentylman comes to demand it 
“Drye and not m3'sty, the W3mde calme and styll,” a 
Merchant to pray for it to be “Stormy, nor mysty, the 
W3mde mesurable,^” a Ranger to ask for “good rage of 
blustryng and blowynge,” a Water Myller to beg for rain. 
At this point a Wynde Myller enters, and a quarrel breaks 
out between the two, to be stilled only when a Gent3d- 
woman comes to demand “wether close and temperate.” 
A Launder wishes for sun, and a Bo3’^ for “plente of snow 
to make my snow-ballys.” In the face of all these suits 
what can Jupiter do but give variet3' of weather at his 
own good will? Obviousl3' here we are movin g aw ay from 
I file worM oj pure abstractions and of didacticism; moder n 
I farc.e and com.ed3’' are in the making. A still further advance^ 
^iV made in the Tnlbg^LoL'faVces^g^jsrany^ att^^ 
Hey\voqdj but lately associated in part ^at^;ieak witli IFe 
better-known name of Sir Thomas More.-' 

us at once into the real surroundings 
of sixteenth-century life. This is a s realistic as an-vLC omedv 
of_.Beri.J.onsonls,--and-only.~w.ants-.the..liberatio.n_oLjtnDJ:e 
; a ction to becpme,,an^excellent..cQn 3 e.d 3 :-;fai;£e- Johan Jo han 
is equally good. The character of the husband is excellently 
drawn, and the scene where he sits burning his fingers over 
the fire while Syr Ihan and his wife consume the pie is 
excellently managed. For dialogue XJioJouxgJ^^. is even 
finer. A Palmer, a Pardoner, a Pot3Tary and a Pedler 
meet together and start telling stories. It is arranged that 
the one who tells the greatest lie will win a wager. The 
Pardoner tells of marvellous cures he has wrought, the 
Poticar3'- of wonderful medicines. Then comes a lengthy 
tale by the Pardoner of how he sought a lady friend in 
the courts of Hades; Satan was willing to let her go on 
consideration that he. should pardon all the women he 
could upon earth, women being such shrews in Hell that 
the place was becoming perfectly impossible. At this the 
1 moderate. 2 See the papers of Dr, A. W. Reed noted above. 
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Palmer interrupts to say that that is most peculiar, since 
in the whole of his varied experience he never once found 
a woman out of patience. The laurels promptly go to him 
for his lie. 

Ii| Calistn n udJileIehea .z nd in Fulgens and Lucres we are 
taken, .to another realm, the realm of„iomanca H'e^rej 
unquestionabl)'", is to be seen the* basis on which was reared 
later the pure romantic comedy of Greene and Lyly and 
Shakespeare. In both we find the mixtu re of fun and 
r ich sentiment w hich later was glorified in 
and A' Midhtmincr NighVs Dream; and in the latter may 
be traced the first Icnown appearance of a comic und erplot 
such a s-weJSnd jn _the_Shakesnearian drama. 

The influence of foreign drama, and of foreign literature 
genir^ly, is evident in these plays, and by this time various 
attempts were being made to translate or to imitate works 
by the classic writers or by the new bands of humanists. 
Thus, A new Enterltide for Chyldren to playe, named Jacke 
Jngeler, both wytfe, and very playsenf shows the influence 
of Plautus’ Aniphitruo; Necromantia is A dialog of the poet 
Lucyan . . . now lately translated; J. Palsgrave’s The 
Comedye of Acolastus (printed 1540) is a rendering “into 
our englysshe tongue’’ from the Acolastus ( 1 530) of Wil- 
helm de Voider; and Henry Cheke’s Freewyl (printed c. 
1560) follows the Tragedia del libero Arbitrio (1546) of 
Francesco Nigri de Bassano. TheJEng’lish,.humanists, too, 
were trying their hands at dramas, sometimes in Latin, some- 
times in English, generally with a religious colouring, based 
on classical models. Nicholas Grimald produced a Chrishis 
redivivus. Comcedia trdgica, sacra et nova (1543) and an 
Archipropheta (1547), John Bale a series of religious plays 
most of which are now hon-extant. Of those which have 
been preserved by the latter writer A Tragedye or enterlude 
nianyfestyng the Chefe promyses of God vntd Man (written 
printed 1^77') , A' Brefe Comedy or Enterlude of Johan 
Baptystes (written 1538, printed c. 1577), and A Comedy 
concernynge thre lawes (written 1538, printed c. 1580) are 
relics of the old mystery traditipn adapted to later con- 
ditions, b ut Kwae Johan (written before 1548) presents 
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a novel development. Here th e abstra ctions loved by the 
morality writers are inextricably intermingled .with . real 
figures of John’s reignj thc_ realism, of „ the._prescntation 
becoming apparent in countless scenes and passages. 
Interesting as this and the kindred movements are, how- 
ever. we cannot attribute much influence on the growth of 
English secular drama to these religious humanists, with 
their somewhat dull and distinctly unpopular plays. 

; The . impression of .humanism, on the _other_ hjind, w^^ 
imaking itself felt on the primitive clrama pf the sixteeiith 
cciitury, and .it is out of this humanistic movement that 
the first true tragedy' and comedy spring. 


(iii) E.\r.i.Y Tkaoi-comkdies 

The exact point at which the true comedy and the true 
tragedy come into being, the precise movement from Hey- 
wood and the various morality writers to the playwrights ‘ 
who immediately preceded Marlowe, Greene, and Lyly, 
is extraordinarily difficult to trace, particularly when we 
know that many of the mid-sixteenth-century works have 
not come down to us. From the extant records, however, 
we may make some more or less definite deductions con- 
cerning the development of drama in these years. It is 
necessary at the outset to distinguish at least faur^type^ of 
play which arose, independcntl}*, out of the more primitive 
efforts of the earlier years, RcgjilaE_CQmedy„and...regi;lai; 
tragedy— are, naturally, two of these types, but alongside 
of them we must note the works of a-tr.agitcprnic.s.or.t.andL 
the_chroniclc_hisioriesr 

In view of its retention of more primitive features it may 
be well to begin with the third type. The plays of this kind 
are of varying character, extending from the very primitive 
Nezv edmodye in cnglysh in manor Of an cntcrludc ryght 
clygant & full of craft of rcthoryk wherein is shezvd & dys- 
crybyd as zvcll the hezvte & good propertes of women as theyr 
vycys & euyll codicids (printed without a date; usually 
called Calisto and Melcbea) to George Whetstone’s Right 
Excellent and famous Historye, of Promos and Cassandra 
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(printed 1578). In addition to these two tragi-comedies, 
we possess of this group Henry Medwall’s recently dis- 
covered and already mentioned Fidgens and Lucres, John 
Pikeryng’s A Nezve Enterlude of Vice Conteyninge, the 
Historye of Horestes (printed 1567), Thomas Preston’s A 
lamentable Tragedie, mixed full of plesant mirth, containing 
the life of Cambises King of Percia (entered in the Sta- 
tioners’ Register 1569-70), Richard Edwards’ The excellent 
Comedie of two the moste faithfidlest Frecnds, Damon and 
Pithias (acted probably in 1564), and R. B.’s A new Tragi- 
call Comedie of Apiits and Virginia (entered in the Sta- 
tioners’ Register 1567-8). All of these are bound together 
by certain ties. Every one mixes “ lamentable Tragedig ” 
with “pleasa nt mirth’’ or presents an atmosphe r e which may 
be called neither comic nor tragic . In this they are t hor- 
oughly romant ic in tendency, defying the rig id canon of tKe 
neo-classicists concern inigtl^ various watertiglTt' 9 i\^iCTs of 
literar y farm -. Most are romantic also in betr aying the 
pre.se nce_of-jnatLvje-ieaturesj taken from the m or ali t v'pIa YS.^ 
The old^Viw appears' as 'Haphazard in Apius and Virginia 
and as Ambidexter in Cambises. On the other handj^ajl. 
are taken eithe r fro m classical legend or from works by 
foreign write rs of the R enascence- Calisto and Mclebea 
is an adaptation of the Spanish Celestina; Fidgens and 
Lucres is taken from Bonaccorso da Pistoja’s De Vera 
Nobilitate; the rest have so me foundation on story o r 
history_oJLaiJ.cientjila^:Sj_ All, moreover, 5hp w_the influenc e 
both of Se neca an d of Terence. The employment of types 
taken from the comedies of one and the <mxoiiv 6 ia (short 
ohe-lined dialogue) taken from the tragedies of the other 
prove the authors’ indebtedness to classical example. 

In view of the fact that not one of these plays has any 
very great literary value it is perhaps sufficient here to 
outline the features of one or two and take these as typical 
of the whole group. A pius and.. Virginia the most 
'Jiragicall’l and the most primitive of all. We are presented 
here with a little Measure for Measure picture. Virginia, . 
the daughter of Virginius, fires the heart of the judge Apius. • 
With the aid of Mansipulus and Haphazard he contrives 
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to pass a decree that Virginia shall be given to him, but 
she prefers death at her father’s hands to shame. The 
little play is written throughout in_jogging met re, dull 
enougli in the serious and ‘moral’ parts, but not unsuitable 
for comic dialogue. On Haphazard’s entry the author shows 
wherein lies his predilection. The language suddenly .takes 
on a fresh turn and flashes with primi tive viv acity 

Very well sir, very well sir, it shalbe doone. 

As fast as ever I can prepare, 

Who dippes with the Diuel, he had neede haue a long 
spoone. 

Or els full smale will he his fare: 

Yet a proper Gentileman I am of truthe 
Yea that may 3'ee see by mj* long side gounc. 

Yea, but what am I, a Scholer, or a scholemaister, 
or els som youth. 

A Lawier, a studient or els a counlrie cloune 
A Brumman. a Baskit maker, or a Baker of Pies, 

A flesh or a Fishmonger, or a sower of lies: 

A Louse or a looser a Leeke or a Larkc : 

A Dreamer a Drommell. a fire or a sparkc: 

A Caitife, a Cutthrote, a creper in corners, 

A herbraine, a hangman, or a grafter of homers . . , 

But yet Haphazard, be of good cheere, 

Goe play and repast thee man, be mery to yeere: 

Though vittaile be daintj' and hard for to get. 

Yet perhaps a number will die of the swet, 

Though it be in hazard, yet happely I may, / 

Though mony be lacking, j'et one daj- go gay.' — 

Tli^Js„sonietlung_oJ[ .an-AutoJycan .spirit .jn..theJastJines. 
Nevertheless, while the author’s heart is in this character 
the morality tradition^ keeps him true to a moral aim; 
Jus tice , Reward, and Memorie enter as visualized abstract 
forms at the close of the play, and’ Haphazard goes gaily 
to his doom : 

Must I needes hange, by tlie gods it doth spight me, 

To thinke how crabbedly this silke lase will bite me: 

Then come cosin cutpurs, come runne haste and folow me. 
Haphazard, must hange, come folow the lyuerie. 

Calisfo mid Melebea i g^ eq ually moral, the ending .of the 
Spanish Celdstina having beesn changed, but displays again 
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the author’s love of less serious things. The story, told in 
seven-line stanzas, tells how Calisto is enamoured of Mele- 
bea ; he confides in his servant Sempronio, who arranges to 
see the bawd Celestina. The last mentioned argues with 
Melebea, who is about to comply, when her father, Danio, 
enters to narrate a dream he has had. In horror Melebea 
confesses her evil thought, and the play ends with exhorta- 
tions to virtue. TheJiesJLP-art s are not the 'moral* portions, 
but t hexQnvfirsatio ns of Celestina and Melebea. 'i 'he former 
is a kind o f prototype of Juliet s nurse. SEe can fell“a 
story lengthily and with evident gusto: 

Now the blessyng that our lady gaue her sone 
That same blessyng I gyue now to you all . . . 

Sempronio for me about doth inquere 
And it was told me I shuld haue found hym here 
I am sure he wyll come hyther anone 
But the whylyst I shall tell you a prety game 
I haue a wench of Sempronios a prety one 
That soiornyth with me Elecea is her name 
But the last day we were both ny a stark shame 
For . . . she lovyth one Cryto better or as well 
Thys Cryto and Elicea sat drynkyng 
In my hous and I also makyng mery 
And as the deuyll wold farr from our thynkyng 
Sempronio almost cam on vs sodenly 
But then wrought I my craft of bawdery 
I had Cryto go vp and make hym self rome 
To hyde hym in my chamber among the brorae 
Then made I Elicea syt doun a sowyng 
And I wyth my rok began for to spyn 
As who se3^h of sempronio we had no knowyng 
He knokkyd at the dore and I lete hym in 
And for a countenaunce I did begyn 
To catch hym in myne arrays and seyd see see 
Who kyssyth me Elicea and wyll not kys the 
Elicea for a countenaunce made her greuyd 
And wold not speke but styll dyd sowe 
Why speke ye not quod sempronio be ye meuyd 
Haue I not a cause quod she no quod he I trow 
A traytour quod she full well dost thou know 
Where hast thou ben these .iii. days fro me 
That the impostume and euyll deth take the 
Pease myne Elicea quod he why say ye thus 
Alas why put you your self in this wo 
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The hote fyre of loue so brennyth betwene vs 

That my hart is 'i\’yth 3’ours where euer I go 

And for .iii. days absens to say to me so 

In faj'th me Ihynkyth ye be to blame 

But how hark well for here begynnyth the game 

Cryto in my chamber aboue that was hyddyn 

I th)’iik lay not eas}*!}’ and began to romble 

Sempronio hard that and askj-d who was within 

Aboue in the chamber that so dyd Jomble 

who quod she a loner of myne maj* hap ye stomble 

Quod he on the trewth as many one doth 

Go vp quod she and loke whether it be soth 

Well quod he I go na)' thought I not so 

I sayd com sempronio let this foole alone 

For of thy long absens she is in such wo 

And half besj’dc her self and her wyt n)' gone 

Well quad he aboue yet there is one 

W3’It thou know quod I ye quod he I the rcquere 

It is a wench quod I sent me b3' a frere. . . . 

Then he laught yc quod I no mo wordes of this 
For this t3-me to long we spend here amys. 

Taken though Celestina may be from a Spanish source, we 
see here the raciness and the.vigour~of the English author. 
Melebea, too, is well drawn. Her first disgust at Celestina 
and then her half-playful acceptation of the latter’s argu- 
ments show some skill in management of character. 

In Damon an d.Jlithias. we approach something more 
elaborate. The precise 'm orar here has (^sappeared_into 
the background,„ and w^ are prese nted withla.. pleasant 
littIe_roma,ntic stoi;}: .whereirTDamon and Pithias with their 
faithful but outspoken servant Stephano arrive at Syracuse. 
Damon unwittingl)'^ allows himself to give cause for 
suspicion to Carisophus, a parasite and informer, and is 
accordingly condemned to death. On his begging leave 
of the monarch Dionysius to return to Greece, the latter 
consents, if Pithias will stand his pledge. On the day 
appointed, Damon not appearing, Pithias is about to be 
slain when Damon rushes in; the King is so affected that 
he takes them both into his Court. The story is added to 
by the„„pIeasant.,.humours-‘of the kind-hearted but self- 
seeking philosopher Aristippus, by the pranks of the merry 
serving-boys Jacke and Wyll, and by the country manners 
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of Grime the colyer. There is a sparkle in this piece that 
shows' Master Edwards to have been the forerunner of Lyly 
in more ways than one. 

Fulaeiis. •and- -Lucres _m av be taken as the last typical 
example of this series. The Induction to this piece, with 
the two boy-figures, at the very start claims our attention, 
and the story itself is one that arouses our interest. The 
maiden Lucrece (or Lucres) is confronted with two lovers, 
Publius Cornelius, a gallant and an aristocrat, and Gayus 
Flaminius, lower born but of virtuous mind. The plot ~ 
of the play concerns the wooing of Lucrece by these two, 
with her final decision to give her hand to the second. J41J 
this and in the former play we reach a stage intejmediate ? 
b etween the moral it y or the " mbral^rama of”tlTe'^'pi'i 7 j » 
and Virginia type^and the full, completely formed tragedy . 
and comedy of Jhe University Wits. Already in D amon 
and Pitl iia s we find wit and conpited fun as w^ as 
i nter es ting c hara cterization: hi^ ^Iaens and LncfcsT^s ’ 
osuTiid^Cassandiia^y&^sz oxsr the iiitroduction of 

r. o,m a ntiG-love~ -*’T'he real service of the authors of these 
plays, however, to the development of the drama lies in 
the driving away of the extraneous 'm orar and the con- 

s. e^ySSLdisap.p.earance of abstract types and characters. 


(iv) The Development of True Comedy 

There can be no question but that these plays proved 
immensely— popular : they may have offended the severer 
classicists such as Sidney, but they were’ nevertheless of 
the. dramatic type favoured and demanded by the masses 
of English people. Their popularity extended from the 
Court of Elizabeth to the meanest of the Queen’s subjects. 
TiiieJiumanistSy-on the other hand, were not prepared to 
give up the struggle without an attempt to show their 
contemporaries jwhat ought to be liked, andJLfiusni-jtlieir 
effoj.tsj:ameJbejir^ tJ_rue:En disb-eQniedy,.and_the-first-true 
E nglish tragedy . Of the former type of drama two works 
have attained to a well-merited /fame, the comedy by 
*‘Mr-S.” described as'^^ Rypht .Pj±b^.,^msaunt and inerie 
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Comedici:^Jntyt}iled_ Gmiimer..,giirJons,^Jifedlq (c. 155^3 5 
printed 1575) a nd Ni cholas UdaU’s Roist cjLJDjoister-^(c. 
1553-4; printed 1566). WliiTe, in point of date, Gammer 
Giir ton’s Needle takes priority, it must be noted that this was 
a University play and consequently somewhat out of the 
regular movement in dramatic form; IIdal.r,s„play..,ren;iains 
the _first .. complete. ,-Engli sh„ .cpniedy,. .designe d f or public 
performance, in Lpndo.n. 

"In this drama we ma}^ clearly trace th e im pression^Qf 
two force^-^tlmtjofjhe. comic, interlude and .that q f „Xerence. 
Already the works of the Latin playwright had crept into 
an English dress; they were being read in the original 
b}' the humanists and studied in translation by those whose 
Latinity was too weak to permit them to gain the full 
flavour of the original. In general, we may say that the 
fnflu ence of Terence, tended-in_.tw.o. .directions. From his 
plavs the new dramatists learned how. to work out a full 
' bolster Doisfer is..no mere act ionlcss.far.ee or scanty 

I debater^but -a ..comedy, fulL of..incident. and.-of...adyGntjLire, 
I w.ell.,prd£red.and-well..planncd. Not only in form, how- 
ever, did Terence influence the rising English drama. In 
clcpiction of chara cter too he taught men many intimate 
secrets. The witty lovers, the testy old fathers, the in- 
triguing servants of sixteenth-century comedy all take 
their rise directly from his example. -Roister Doister, 
the hero of this particular play, is after all onl)^ a trans- 
formed replica of the bombastic miles gloriosus of Roman 
times. A mere imitation of Terence, on the other hand, 
might well have led toward nothing but dullness and 
insipidity, and happily the English playwrights of the 
sixteenth centui'y had theu:.~ow4i...natiye,dram.atic..traditi9n 
on which to fall bade. ,Corapai:ing,.,Udairs .work .\vjth 
of the plays...of. Shakespeare, ..we may consider it crude and 
uninteresting.;,,,y.et...the..,i 7 ij,.co; 77 fc£r Js Jhere., iii ^lunxeSw 
guised. a iorm. There is,a,freshness-in..th.e,dialpgue,4vhicfi 
shows that the author had heard or studied the rough yet 
bright and interesting conversations of the earlier inter- 
ludes. There is a ^a.tur.s,LraQiDies5. in the' work which is 
independent of classical imitation. The morality tradition. 
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also ^iad-Jaudit-^Udall^ometJiing^ .If Roister Doister 
himself is a representative of the classic miles gloriosus, 
Matthew Merygreeke is simply the old Vice of native Eng- 
lish tradition given an English name and attendant, not on 
a devil, but on a swaggering braggart. 

Gqimner Giirtgn’s Needle displays in the main the same 
features with the addition of even more realistic touches . 
The story of the play is of the slightest, all hinging upon 
the loss of a needle and on the consequ^t Jntrigues and 
jealosies, yeftlie play has an enduring charm. The rustic 
setting, the rural types speaking many of tliem in country 
dialect, and the naturalistic dialogue all show us that this 
“Mr. S.,” the author of the play, has not forgotten to look 
at life as well as at Terence. Here, we ma;^^av. the. 
modern period of comedy has well be flatn. yy' 

It was not, however, only Terence who served as a 
model for the English pla)’wrights in their search for 
form. The Renascenc e had produced in Italy two schools , 
of drama, the comme^a eriima and the commedta defV^rTe , 
both based theoretically on classic example. Unquestionably 
t he latter influenced English comedy both in the sixteenth 
and-ia-the^seatent eenth c enturies: _and the former provided 
at least some suggestions to the early writers. For the 
introduction of , this cojiimedia cnidiia we must look to 
George, Gas.coigne, an author notable for his inventive 
powers rather than for any great literary capability. The 
Italian; comedy of intrigue first made its appearance in 
Sji^pfi . scs . (f Gr'ay’s Inn, 1566), an adaptation of Ariosto’s 
lyiifpositi, a rendering of Darticula r._imD.cirtance not 
only for its subject-matter, but als o for its me dium. It is 
th e first prose comedy in Eng lish. This question of m edium 
is one of 'pafticulaT’significaiice. In medieval days all the 
dramas were penned in some one or other stanza-form; 
the interludes and the moralities were all rimed. The 
naQsementJto---blank-^rse'-niarked an endeavour to secure 
a style that should be more realistic and consequently more 
fitting for the exposition of ordinary coniic characters and 
episodes, while the final step was taken by Gascoigne when 
he discarded altogether the fettering restrictions of metrical 
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form. Most of the romantic dramatists of a. later date 
retained the verse form for the greater portion of their plays, 
as expressing more fully their desires, but almost always 
that verse was intermingled with prose of a more realistic 
kind. Akin to this play of Supposes, but in verse, may 
be noted the anonymous Bugbears (extant in manuscript), 
an adaptation of A;_F._ Graz_rfni’s L a Spiritata — another 
attempt to popularize the Italian comedy in England. These 
two dramas, to judge from the titles of other plays pre- 
served in the Revels Accounts, were merely two out of a 
large number of similar translations or adaptations from 
the Italian. 


(v) Senecan Tragedies axd Chronicle History 

Plays 

fit comeds^ ..there Js^not„.such^a^direct , break bet ween ^the 
classic and_ romantic ,theories,as_ there ,is..in .tragedy. After 
all, these versions or imitations from the works of Terence' 
or of Italian writers could easily be appreciated by classicist 
and romanticist alike. The neo-classical writers forbade 
the intermixture of comedy and tragedy, it is true; but 
the public could fully appreciate the spirit of a purely 
mirthful play. Both, moreover, realized that, after all, 
the basis of true comedy lies in nature;. the realistic touches 
in the first two English comic dramas amply prove this. 
In the realm of tragedy it was far otherwise. Here -w e find 

a _,d istinct cleavage, for the n eo-classicists _demanded 

digniJed^heXQrip..j-iitherJ;han^.ftee_.expr,ession^JLemotiQn, 
narration rather tha n__the_,disp_lay_o.f._action._static.r.jauali- 
ties-.^thex^an,jmoy£meni,^.Ihe^popular_audienc(Ss_.,w,eEP 
wholIy_pnJhe..,side„ofJyxicism,Jibertyjjand„actiQn. They 
.could discern no justification” for the set of rules instituted 
by the severer among the critics. We discover,- therefore, 
a complete break between the tragi-comed ies written pre- 
sumably for the more popular audiences and— ihe^^^- 
classical.. tragedks_^ written for the spectators of a more 
humanistic t3^pe. From the very first there could be no 
doubt that the popular opinion was to win in the end. Not 
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only do the neo-classical tragedies gradually disappear, but 
they themselves begin to take on elements borrowed from 
the popular drama. 

The first tragedy of this type, indeed the first complete 
tragedy in English, is that of- Ferrex and Pqrrcx, better 
known as Gorhodnc, the work of Tliomas Norto n and 
Thomas Sackville. acted in Jant^y ^62,'dnd this effort was 
followed by Thomas Hughes’ The Mi^orfiincs of Arthur 
(Gray’s Inn, i .qSSy TRohert ' Wilmo t’s Tragedie of Tancred 
and. Gismund (Inner Temple, 1567-8; known ^also as 
Gismond of Salerne), and Ge orge Gascoigne’s Jocasta 
(Gray’s Inn, 1566). The first three of these plays“liave sim- 
ilar characteristics. While all betr ay clearly their indebte d- 
ness to_Sm <^C3J;i-Styj£.aQdLinJxeatmcBLoiJhem.eJtJsmotice- 
abJeJba t-na clijanejdpals^withuvEatJa-vkLualjy a.Jl!romaa)dc’’ 
s ubie cL. The story of Gorhodnc is taken from Geoffrey of 
Monmouth, as is that of The Misfortunes of Arthur, while 
the plot of Tancred and Gismund, centring round a fatal 
love passion, is derived from Boccaccio’s Decamcrone. 
These facts are significant; apparently not even the most 
pronounced of the humanists dared altogether to depart from 
the native tradition. 

Viewed in comparison with the tragediesj Di_Shakespeare. 
Gorbpducy first of the series, seems dulL.^tilted,.-an.d».uit 
' impassioned, with obvious-bor-rowings-from-Seneca^s-plays. 
Yet we find not only that the authors preserved a certain 
libeiity,-but that they had ajnoder.aICLihar.e_pj_a^tis,ticJ.a]g^ 
They deliberately banished the ^olcL choHis. and substituted 
for it al legori cal dumb_s hQ.^YS. -taken apparently from Italian 
example, showing in this their consciousness of the de- 
■ mands of a newer age. In styl e, too, crude as their effort 
is, they displayed some skill and even/Sfrength in the 
management of their bla nk-verse lineS.-^They had mastered, 
that is to say, the basis of torm; all that was required for 
the fuller development of the drama was the introduction of 
some greater and higher beauty of rhythm. 

' 7 7 ig MisforJ imes-odLudxJJiJir. based in style and treatment 
on Seneca’s Thyestes, calls for little attention save in regard 
to the neo-classical ordering of a thoroughly romantic 
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theme. Tancred and Gismund, on the other hand, deserves 
notice for its thoroughly passionate plot, in which a lover 
visits his mistress by means of an underground cavern, 
eventuall}' meeting his death at the hands of her father. 
Horror is introduced here at the close of the play when the 
maiden is presented with her lover's heart in a cup of gold. 
In style this tragedy marks no advance. The chill monotony 
of the choral verses and the insipidity of the (mxo/jLvdia 
make the work but dull reading. .The jomant.lc_ plavwri g hts, 
bad-Y£t_tQ„teach~^he~Glassic-ists-that-^nQthing^tr.uLv.-.d]:amatic 
could com eJbuQm-.lincs->suc-h-as-the .following : 

Gismund. Oh s 3T these teares love challengeth as due. 

Tancred. But reason sayth that it no whitt avayle 
Gismund. Yet can I not mj- passions so subdue 
Tancred. Your fond affections ought not to prevaile 
Gismund. Who can but plaint the losse of such a one 
Tancred. Of mortall thinges no losse shuld seme so strange 
Gismund. Such gemme was he as erst was never none.^ 

At the same time, while-w.e_smile.4it..tli£,puerilities of verses 
such-..as • -these, - w.e— must- .remember- that— this ...neo::classic 
apthor^iot -onhutaught-.the-romantic;;Ppet s_ how t o form an 
■ o^red whple o f a t hein.e._oJLpassion,^ 4 ^ut passed o'lTITie’ 
rough basis o f jLhe-Sen.e.can Jor.m ..f or.,Shakesp,ea.r.e’^usejn^S 
earl3:„car.eerv ' even duller and more monotonous 

than Tancred and Gismund; but the play has a decided value 
in the fact that it is an adaptation of an Italian original, 
Lodovico Dolce’s Giocasia, even although the title-page de- 
clares it to be a translation from Euripides. 

The _Senec mj^s.tyle_^vas destined to pla)' a large part in 
the history of later tragic effort. Many writers strove to 
reproduce as faithfully as possible the rigidity of the classic 
stage, with chorus and all complete, as Kyd did in his 
Cornelia (1593; printed 1594); others, such as the author 
of The Lamentable Tragedie of Locrine (c. 1591; printed 
1595), attempted to follow the lead of Sackville and Norton 
in adapting romantic material to classic treatment; still 
others, such asl^y.dj,njl^ic:...^anish T ragedy, boldly fused 

1 The text is taken from the manuscript version entitled Gismond of 
Salerne. 
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Senecan an d romanti c methods togeth er, introducing a new 
and more Tbrcettil "t^^pe of drama. Wliile tlie .neo-classic 
style . neyer—Bourished in England, we 'must bear in mind 
that it was t he neo-classicists wh o-Jauglit the .nlaywrights 
of the age form and dignity o f expression . 

One other main dramatic development of these tran- 
sitional years has been mentioned — ^the elaboration of the 
historical play. Already we have seen how Bale in Ky nge 
Joliaii "was making use, however unhistorically, of ah 
historical monarch in order to enforce a moral or religious 
precept; his example must have been followed by others, 
until writers arose daring enough to pen plays on English 
history for no acknowledged didactic aim. It is perfectly 
apparent that tlii-s _mov.ement was almost e ntire ly on the 
popula r .sid e. Jliere m ig ht be opportunity here foT'tlae 
intooduGtion-of--some-o£-the-jextemal, features of TIi'e^'Seiiecan 
drama, but the unities of time and place had' Td-be" 
abandoned, and the subject-matter all'dwed, nay demanded, 
an amount of bustle and action far r emoved from the static 
calm beloved by the neo-classicists.' Of these historical 
plays many must have been lost. Barely a dozen are 
extant, although from contemporary records we know that 
the type was popular. All of these, it may be observed, 
were written for the public stages, not for Court production 
or for performance at the Inns or the Temple. Many of 
the chronicle histories are well known because of their 
relationship to Shakespeare’s work; The Troublesome 
Raigne of lolin King of England (c. 1590; printed 1591), 

'' The First Part of the Contention betwixt the two fatuous 
Houses of Yorke and Lancaster (c. 1592; printed 1594), 
'The True Tragedie of Richard Duke of Yorke (c. 1592; 
printed I595)V T/n? True Tragedie of Richard the Third 
(c. 1590-4; printed 1594)', The Famous Victories of Henry 
the fifth (c. 1588; printed 1598), and-T/n? True Chronicle 
History of King Leir (c. 1594; printed 1605) are each the 
basis of one of Shakespeare’s plays. To these might be 
added’-T/t<? Raigne ^of King Edward the third (c. 1595; 
printed 1596) and The Famous Historye of the life and 
death of Captaine Thomas Stukeley (1596; printed 1605). 
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Most of these plays are wea k Jn.,con.s.trjuction and inj:b.atr 
acterization, but in nearly every one there is the presence of 
some marked poetical features..or„.dramatiq,_touchc5. They 
show the establishment upon the En gli sh stage of a type 
of drama in whidi the, njorality tradit ion, the ^ene can^a^, 
and the interlude have all played their parts. Tliey show 
the love of a ction and romantic incident, die passion _^for 
■ f reedoni of expressi on a nd . for poeti c dial ogue, llwhich-J.s„ 
always^ t^be, ass.o.ci ated„witli Jhe rise.,and .development _of-.t]ie 
. Elizabethaii-drama, 

A backward glance at the growth of dramatic form as 
briefly described in this section reve als certain clea rly 
trac_eable_.t.endencie?. We note first the elaboratio n o f 
^ealism.,, 4 u...,comed.)r_and^ tragedy and t he consequen t 
casting:...ojf„.of _the„.personified.„.charact ers of the_. morality 
pla3;:s...„ On the other hand, there is the attempt to secure 
decorum .and...dignitv, on-the.. part_of„. the neo-classicists 


which makes certain dramas of this time, if not unreal, at ' 
least artificial in diction and in characterization. This 
stjruggle.,between the classicists and the dramatists holding 
to the native tradition colours the whole work of the period, 
and corresponds tQ-.tw.o.J:vpes of dramatic performance. 
Xb.e...cla,ssicahtragedies~and_coroedieSiare nearly all confined 
to the Inns of Court or to the Universities; the mor e 
roi'^ntic_,play.s, are practically all associated with the 
popular stages. Fo r l ong the humanists s^jiggled ; even 
Ben Jonson in the seventeenth century fondly hoped to 
oust tlie Hamlets and Othellos from the stage with his 
Sejamts and Caliline. The age, however, obviously wished 
for no trammels upon the theatre. Fre edom .__acti.on. 
I^sjjpn^he audiences desired, and these they found in the 
work of the romantic playwrights. A summary of the 
development of these years, therefore, displays several 
salient lines of dramatic progress: t he classical tragedy^ 
decorous and well ordered, but lacking in emotion and 
movement ; t he crude tra gi-comedv,_ showing a mingling 
of many diverse elements in a somewhat chaotic form, 
but pointing the way, as in Promos and Cassandra, to the 
romantic comedy of Greene and Shakespeare; th e historical ■ ' 
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play of. a wholly novel type; t he true comedy, as in Roister 
Doister, uniting Terentian and English ideals ; and the 
• cVuder^sort of farcical comedy seen in- the_ native interludes 
of 'Hey%vood and his companions. The next chapter will 
show how, by the endeavours of a group of men who were 
the older contemporaries of Shakespeare, these types were 
fused into one. . 


CHAPTER IV 

THE ESTABLISHMENT OF THE PUBLIC THEATRES 
THE UNIVERSITY WITS 

The Theatre in the Late Sixteenth Century 

p^' j'l "^HE tracing of dramatic developments has already 
taken us to the nineties of the sixteenth century, 
Jl. a date when the theatrical activity in England 
was in full swing. By this time the actual form of the 
miracle stage had long been forgotten by Metropolitan 
audiences, and a new t}^e of theatre had been evolved. 
The interludes seem to have been performed mainly in 
the halls of well-to-do patrons of the drama, possibly on 
a raised dais at one end of the room. The Court plays 
were also similarly arranged, with the addition of more 
spectacular and scenic elements. This was for the upper 
classes. For the p o.pulace in general ^inn-vards seem to 
have formed the first regular theatres since the time when 
the medieval crowds stood round the pageant in the village 
square. These inn-yards were usually square, with galleries 
running round the walls. Here it was" that the actors 
hastily erected their stages of rough board and performed 
their interludes, and, later, their more elaborate plays. 
But such yards must soon have been found unsatisfactory, 
chiefly because of the lack of a permanent stage and the 
inconveniences attendant upon that want. We are not 
surprised, therefore, to find that the thought of building 

„for . theatrical performances soon 
actors and those interested in the 
companies. •XiieuJBi;st-,pJa5d3.ou.se-ift-Xpadpn--Av.as^ej;ecte^^ 
in the_vear It; 7 6 in Shoreditch , well out of. reach of the civic 
authorities. 

The reason for tlie location of this theatre is to be found 
in the composition of the companies of actors and in the 
Governriient’s attitude toward play-performances in general. 
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For long the. Court had had its regular bands of minstrels 
and players, holding peculiarly privileged positions; hut 
with the-growth.of a more regular drama there naturally 
sprang into being .countless .bands of. actors wholly un- 
associated with the Court, although usuallj’ attached to 
the service of a particular lord of the realm. The difficulty 
of dealing satisfactoril3f with these bodies of actors soon 
made itself felt, and as a consequence there was passed^a 
l aw t hat_all. .players not in the service of a lord should be 
treated_ as rogues and vagabonds. This, in reality, made 
little difference to the actors, as many peers were willing 
to sponsor, companies of players who wore the regular ■" 
liveries of . retainers, but w'ere independent and earned 
their^ own livings, '^The Queen’s men, the Lord Admiral’s 
men, the Lord Chamberlain’s men, and a host of others 
were secure from interference so long as they held to the^ 
ordinary laws of the land. The civic authorities in London 
and elsewhere mainly looked upon this licensed playing 
as an unmitigated evil and a nuisance, and in London they ■ 
made ever y effort in their power to prevent acting within 1 
the City bpundarJes. It is for tips, reason that the. first v 
.theatres,' the ‘'Theatre itself, the Rose, The Globe, the 
Fortune, the Swan, were_^ilt„either_in_the..Shoredjtch area, 
convenient of access from the east yet .outside the walls 
of— London, or else on the Bankside, to the south of the 
Thames, a noted haunt for seekers of amusement, both . 
legitimate and otherwise. Before the close of the sixteenth • 
century the only, acting, that took place within the City was 
atj^lackfriars, where a theatre had been built for the child 
players who became so popular in later years. 

The theatres already mentioned, with the exception of the 
•Bla.clcf.riars_. playhouse, were all designated by the title 
’public’ in contradistinction to the ‘private’, theatre at 
Elackfriar-S} and, later, _.to .those at. Salisbury Court and 
D rury Lane. The private theatr e. ■ which becomes of im- 
mense importance in the early seventeenth century, was 
.r oo fed, in. lit by artifi cial light, and attended normal^ by 
a bette r-cla ss _audi ence. ^fie- p ublic-.Jhfiat-Efi was .open to 
the .sky, .performances there took place in broad daylight, 
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and all^classes intermingled in the yard or in the galleries. 
It is with this latter type of theatre that we are most 
concerned. Possibly no great thought was devoted to the 
designing of the first playhouse, and certainly later theatrical 
promoters were content to follow the general outlines of 
the buildings erected before their time. We shall be 
historically justified if we regard these theatres as the spon- 
taneous expression of a natural love of dramatic shows, 
not based on any very profound determination on the part 
of actors or of managers to provide for the audiences the 
best and the most fitting accommodation. Fundamentally 
the designers of t hese public nlavhouses seem to have 
looked for a model to the inn-yard, . although possibly 
some humanistic leanings may have given to them a few 
suggestions taken from the RQtnanl^rpplii thpatr es. Their 
theatres, in any case, were round or octagonal,^ with a 
stage set in tlie middle of a benchless open yard and tiers 
of galleries running round the entirety of the house. Dver 
the stage was a small roof supported by pillars, and on top 
of all appeared a tiny turret, on which flew a flag to indicate 
that a play was in progress and from which a trumpeter 
announced to all the commencement of a performance. 

It is not necessary here to enter into the many debatable 
problems connected with the minuticc of Elizabethan stage 
construction. A summary of generally accepted truths, in 
so far as these bear upon the structure of the plays, will be 
sufficient. 

The main stage was open, with a curtain at the back 
and two or more doors, through which the actors entered. 
Not only did the ‘groundlings’ surround this platform, 
but gallants able to pay for the privilege sat on the stage 
itself. Two important consequences resulted from this. 
Firstly, jip«*SGeng,Q^s we know it could be introduced on 
- die main stage. Primitive effects securable by the intro- 
duction of ^movable properties were all that the limitations 
allowed. A tree in a tub might symbolize a forest, a bed 
wheeled in might suggest a chamber, a flaring torch might 
suggest in the warmth of a June sun the darkness of a 
1 The Fortune, erected at a later date, was square. 
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cavern, but beyond that nothing was possible. Having no 
obligation to consider the expense of scenery, the actor- 
managers did not require to reflect on the actual settings 
of plays ^ and the dramatists were free to make four or 
fOTty scenes to their plays as they wished. The structure 
of Elizabethan dramas, therefore, cannot be discussed on 
the standards of present-day theatrical art. Still further, 
the absence of scenery made necessary the introduction 
of a large amount of explanatory reference. The audience 
had to be told it was dark, had to be let into the secret 
that this was a hall, a garden, a castle, a dungeon, and to 
this we owe a great deal of the sheer poetry of the late 
sixteenth-century and early seventeenth-century drama. 
Such description, rendered necessary by the special conditions 
of the Elizabethan theatre, would be manifestly artificial 
and out of place in modern plaj's designed for a “picture- 
frame” stage. The second consequence of the fact that 
the audience so surrounded the actors was that more in - 
t imacy between the two w as possible than nowadays.. The 
audience. came, as it were, into the drama. Tlje^cjatheg. 
of the players were the ordinary Elizabethan clothes, if 
a trifle more resplendent, so that the illusion was perhaps - 
greater than it could ever be in our own time, and this led 
toward the elaboration of certain dramatic conventions ■ 
which to-day seem artificial and weak. The soliloau.v is 
one of these. For an actor to mouth out a soliloquy in . 
a large theatre from behind tlie footlights so that his words 
may carry to the galleries is purely artificial; but for an 
actor in this Elizabethan playhouse to utter his thoughts 
as it might be to his intimate friends surrounding him is 
no such 'absurdity. So too with the aside. The aside in 
modern times has to be shouted, and the actor can never 
get across the footlights to say it. In the sixteenth-century 
playhouse it must have been perfectly simple for the per- 
former to turn for a moment to the groundlings near him 
and softly whisper his inner conviction or determination. — 
This main stage, however, by no means exhausted the 
possibilities of the Elizabethan theatre. At least two other 
portions were utilized by the actors, th e year kag e and the 
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balconies. Behind the back wall lay a smaller ^^inner room, ^ 
possibly a curtained part of the tiring-house, in which occa- 
sionally scenes were enacted. This portion of the stage 
could at will be ‘discovered’ by drawing the curtain, and 
here property of various sorts might be set while action was 
proceeding on the outer stage. In this inner room Ferdi- 
nand and Miranda would be seen playing their innocent 
- game of chess ; it could pass for a cave, a bedroom, a shop, 
at the desire of the players. While nothing can be said 
for the purely fanciful theory which supposes that all 
Elizabethan plays were formed on a plan which made 
action on the main stage and action on the inner stage 
alternate, the use of this room behind the curtain with 
its possibilities for stage settings must not be lost sight of 
when we study the Elizabethan drama. JDje-otherJojcaliiy 
^nj;ie4-Jb,y-.tlie--actor.s...s.to.Qd_ab.o.vc^.the_s.tage^pi:opeE<i It 
has already been noted that galleries ran round the entirety 
of the house, and that portion of the lower gallery which 
passed over the stage proper seems frequently to have been 
used by the players as well as by the audience. One section 
of it no doubt housed the musicians: it was the “musique 
room” ; but another served for. Juliet’s . balcony, for the 
walls of Calais, or for a battlement of the Tower. The 
stage direction, so often to be met with in the original 
texts, bidding the characters “Enter above” invariably 
applies to this balcony over the stage. In the balcony were 
evidently real windows, which could be opened and shut 
at will, and the doors below could be regarded as street 
doors leading to a house, the first floor of which was the 
gallery itself. It is only by an understanding of these 
three stages and their constant use by the actors that we 
can gain a true appreciation of Elizabethan stagecraft. 

Finally, a word must be said concerning the retention 
of older conventions borrowed from the mystery tradition. 
In many.__ways_,the~Elizabethan_,theatr.e. was sy mbolic, in 
that the audience were prepared to accept aqt. complete 
r^lism, but, a suggestion of realjsm, in the effects produced 
on the stage. One or two examples may serve to make 
this clear. A situation frequently occurs in plays where 
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one character is presumed to be in a room, pursued by his 
enemies. Pie dashes in and locks a door while his foes 
clamour without. On the Globe stage quite obviously this 
had to-be done conventionally. All the doors leading to 
the stage could not be locked, and the spectators were 
content if but one was closed. The others were put for 
the moment out of mind. So, too, the old convention 
whereby characters could walk over or round the stage 
and thereby be supposed to travel many weary leagues 
was retained in a slightl}' altered form. A dramatist, for 
instance, wished to show' two characters in Rome and then 
to foreshorten their journey to Venice. He bids them go 
out at one door and enter at another, and the voyage is 
done. Costume, also, must often have been symbolical. 
Just as. characters in the mysteries or moralities could enter 
upon the stage in “a suit to go invisible in” and be pre- 
sumed non-existent by the audience, so Ariel in The Tempest 
could vanish from mortal gaze by a similar means. It is 
natural that costume should be still one of the chief things 
regarded by the actors. We have already seen from the 
records of the mystery plays how precious these costumes 
were for medieval players and spectators; the invaluable 
records of Philip Henslowe preserved at Dulwich College 
prove the A\^alth of the Elizabethan companies in the same 
respect.^ If the actors did not expend much money on 
scener)"- they certainl)’^ expended it on .clothes. Thus in an 
‘Tnyentary of . the goods of my Lord Admeralls men, tacken 
the 10 of Marche in the yeare 1598” we read of certain rich 
stuffs “gone and loste,” including 

j orenge taney satten dublet, layd thycke with gowld lace . . . 

j payr of carnatyon satten Venesyons, layd with gold lace .. . . 

Harey the fyftes dublet 

Harey the fyftes vellet gowne 

and in another inventory of “Clownes Sewtes and Hermetes 
Sewtes” we hear of 

j senatores gowne, j hoodc, and 5 senatores capes 
. j sewtte for Nepton . . . 


’■For Henslowe’s Diary and the accompanying papers see the excel- 
lent edition prepared by Dr W. W. Greg. 
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iiij Herwodes [? heralds’] cottes, and iij sogers cottes, and j 
green gown for Maryan [i.c.. Maid Marian] 
vj grene cottes for Roben Hoode, and iiij knaves sewtes . . . 
The Mores lynibes,^ and Hercolles lymes . . . 

Eves bodeyes [bodice] . . . 

j payer of yclow cotton sieves, j gostes sewt, and j gostes 
bodeyes. 

So, also, we learn of other costumes in the possession of 
the Lord Admiral’s men : 

j payer of whitte saten Venesons cut with coper lace 
j ash coller satten doublett, lacyd with gold lace 
j peche coller satten doublett . . . 
j Mores cotte . . . 

j payer of French hosse, cloth of gowld 
j payer of cloth of gowld hosse with sylver paines . . . 
Tamberlynes cotte, with coper lace . . . 

Tamberlanes breches, of cr3'nison vellvet. . . . 

The list is a lengthy one, and shows the riches in this respect 
of the sixteenth-century companies. Ere leaving this subject 
it may be of interest to note a few of the 'properties’ fn, the 
possession of the same company in 1598. We read there of 

j rocke, j cage, j tombe, j Hell mought. 

The hell-mouth is clearly a relic of the mysteiy' plays. The 
rock appears in many dramas, and the cage was no doubt 
Bajazet’s cage in Tamburlaine. The inventory continues: 

j tome of Guido, j tome of Dido, j bed-steade . . . 
ij marche panes, & the sittie of Rome. 

This “city of Rome” is interesting. When we put it 
alongside of a later entry, “the clothe of the Sone and 
Mone,” we may well ask ourselves whether primitive 
painted scenery of a kind may not have been occasionally 
used even in the sixteenth century. The other articles, 
however, are all either manual properties or properties of 
a material sort : 

j globe, & j golden scepter ; iij clobes [clubs] . . . 
j gowlden fleece; ij rackets; j baj^e tree . . . 
j wooden canepie; owld Mahemetes head . . . 
lerosses [Iris’s] head, and raynbowe ; j littell alter. 

1 Malone suggests these were Aaron’s limbs for Tiltis Andronicus. 
‘Hercolles’ is Hercules. 
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viij viserdes; Tainberlyne brydell; j wooden matook. 

Cupedes bowe, and quiver . . . 

j bores head & Serberosse [Cerberus] iij heades . . . 
ij rnose [moss] banckes, & j snake . . . 

Mercures wings; Tasso picter; j helmet with a dragon; j 
shelde, wdth iij lyones; j elme bowle . . . 
iij tymbrells; j dragon in fostes [Faustus] 
j lyone; ij lyon heades; j great horse with his Icagcs [legs] ; 
j sack-bute . . . 
j poopes miter. 

iij Imperial crownes; j plajme crowne. 
j gostes crowne . . . 

j cauderm [cauldron] for the Jewe [in The Jew of Malta], 

Many- of these properties were evidently designed espe- 
cially for plays of Marlowe and Greene, and these lists of 
Henslowe, with their many references to Tamhurlaine and 
Dr Famius and The Jew of Malta, fitly introduce us to the 
work of the University Wits. 


} ' (ii) The University Wits; Lodge, Nashe, and 
/ Peele 

In dealing with the work of this group of men it will be 
necessary to bear in mind the somewhat chaotic condition 
of -the. drama fhat_pteceded_tlTgni. Cjlie cljassicigts had 
form, but no fire; the popul ar dra matists, had interest, 
but little sense of form. Drama, th a t ,js- .,tQ. ...say>. „?ivas 
atxugglingLiietw’mi-ja—well-for med chill and a st ru cturele ss i 
enthusiasm. .The great merit of the University Wits was 
that they came, with their p oetry and their passio n and 
their academical training, tQUini.te_iIifi5ftJaLQ_jpj^^ 
thus to give to Shakespeare a pliable and fitting medium 
for the expression of_hi s_g enins.^ All these men, with the 
doubtful exception of Kyd, had had a training at one of 
the Universities.-' Robert Greene (1558-92]) took his B.A. 
at C^bridge in 1578 and his,M.A. in 1583;’ Thomas Lodge 
(c. 1557-1625) entered Trinity College, Oxford, in 1573, 
taking his B. A. in i^7 ;'-John Lyly (c. 1554-1606) matricu- 
lated at Magdalen Q)Uege, Oxford,, in 1571, securing his 
B.A, in 1573 and his M.A. in 1575 ^'Christopher Marlowe 
(1564-93) matriculated at Corpus thristi College, Cam- 
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bridge, in 1581, took his B.A. in 1584 and his M.A. in 1587; 
Thomas Nashe (1567-c. 1601) went to St John’s College, 
Cambridge, in 1582, and was awarded his B.A. in 1586; 
George Peele (r. 1557-96) entered Broadgates Hall, Oxford, 
in 1571 and Christ Church in 1574, taking his B.A. in 1577 
and his 2 ^ 1 . A. in 1579. Thomas Kyd (1558-94), although 
he had a training at Merchant Taylors School, does not 
seem to have attended any university. His relations with 
the others, no less than his interest in Seneca, nevertheless 
entitle him to be considered in this group. Nearly all 
these men contributed to literature other works besides 
plays. Lyly gave a new prose style in Euphiies; Nashe 
wrote his picaresque novel Jackc Wilton; Lodge produced 
the fanciful Rosalynde, and Greene the romantic Menaphon. 
Practically all, too, are alike in living peculiarly Bohemian 
lives in the Grub Street of their day. Marlowe died in a 
tavern brawl from a poniard wound; Greene spent his 
last hours in writing a penitential Groatswortli of Wit 
bought with a Million of Repentance; Lodge, according to 
Gosson, became “little better than a vagrant, looser than lib- 
erty, [and] lighter than vanity itself”; Lyly is spoken of as 
“Vicemaster of Pauls and the Foolemaster of the Theatre” ; 
Nashe seems to have roystered it in the usual manner, 
and Peek’s Merry Conceited Jests no doubt give an indica- 
tion of that author’s life. As for Kyd, we know how he 
got into trouble with Marlowe in the year 1593 for writing 
certain “atheistic” papers and was arrested on suspicion 
of having penned some “loud and mutinous libels.” They 
were all Bohemians, careless, sometimes ungodly, heavy 
drinkers, acquainted with sin ; but they gave to us the to^ver- 
in g blank verse ^ of Tamhurlaine , t he lovelv _jDDn3ance of 
Friar Bacon, the insight into characte r of Dr Faustus. 
Whatever th e:!tL-w.excJn-a ctual l ife _they. laid-a-sui:e_basis_ipr 
t be English theatre. 

It may be best here to take those who have given least to 
the stage, reserving the criticism of Greene, Lyly, Kyd, and 
^arlowe to the last, ^-odge^.has left nothing saves The 
Wounds of Ciuill War ( ; printed 1594) and a portion 
of A Looking Glasse for London and England (c. 1590; 
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printed 1594), a play written in collaboration with Greene. 
The latter play is interesting as a la te relic o_f a moral- 
i ty drama , but it contains hardly anything that is new. 
Nor does the forme r rise ab ove mediocr ity. I^^e, while 
lTejTa§jg._dgdd.^d43fl%:eiLflxe3LJ:heJl5:riia^ 
fictio nal art, gave practicallv_n j3thin^Q-JLbfi-J.beat»;e. In 
this respect he„is the least of the University Wits. Nashg 
h^left very little more than Lodge — onl}*^ his comedy of 
"^miners last will and Testament (1592; printed 1600) 
along with a^ ipt quite determinable share in \£ 5 u/o survive, 
although we know that he look part in writing the un- 
fortunatl^/c of Dogs (non-extant) in 1597. It is peculiar 
that the one play preserved to us should also be cast in 
some thing of th e morality tradition, although it is modified 

references. Nashe is another of this group more important 
for his work in fiction than for his dramas. 

Besides, three or four lost plays, and a suggestion of his 
pen in upward of a dozen dramas of the late sixteenth 
century, five works by . ^eele. -hav e been preserved— 
Araygnement of Paris A PastoraU (printed 1584), Y/tc Bof- 
tell of Alcazar (c. 1589 ; printed 1594),' ^Tlic Fajmus Chron- 
icle of King Edwarde the first (printed 159s) /The Love of 
JUng David and Fair Betli^be (c. 1593 ; printed 1599), and 
The Old Wines Talc. pleasant conceited Comedie (c. 
1592 ; printed 1595). These form.a surer basis for judging 
the author’s work as a pla}'Avright than was given us in the 
case of Lodge or of Nashe, and over and above these regular 
plays there are besides one or two entertainments which 
cast some further light on his power as a dramatic poet. 
As is evident, Peele’s theatrlca Lw.ork-is-diverse in character. . 
A pastoral, a romantic Jrai;e dy.LaJrju:QnkkJn^iS^_ 5 Jnii 4 ‘^ 
o f mystery play, and a romantic literary satire sh ow clearly 
the breadth of his mind an d the range of his g enius. In all 
of* them we note a high level of poetic attainment. His 


iQn the problems connected with the' relationship between the printed 
text of this play and the manuscript ‘plot’ see W. W. Greg’s Tzt/o Elisa- 
bethan Stage Abridgements: The Battle of Alcazar and Orlando 
Furloso (IVfolone Society, 1922). 



BRITISH DRAMA 


76 

verse at times has caught something of tHe Marlo yian 
melody, as in the last scene of King Edward I: 

Glosfcr thy King is partner of thy heauiness, 

Although nor tongue nor eies bewraie his meane, 

For I haue lost a flowrc as faire as thine, 

A louc more dearc, for Elinor is dead. 

But since the heauenlie ordinance decrees. 

That all thinges change in their prefixed time. 

Be thou content and beare it in thy breast, 

Thy swelling griefe as needes I must mine. 

Thy lone of Aeon and my Queen deceast. 

Shall haue that Honor as beseemes their state. 

You peeres of England, see in roiall pompe. 

These breathles bodies be entombed straight. 

With tried colours couered all with blacke. 

Let Spanish steedes as swift as fleeting winde, 

Conuaie these Princes to their funeraU. 

At other times it catches a new no te^f quiet rom anticism- 
which com^closer to the music of Greene. At his best he 
rises to a'^rfect height of lyric diction^^as in the oft-quoted 
lines in lnrfifs't"pla;^: 

Not Iris in her pride and brauerie, 

Adomes her arche with such varietie: 

Nor do thJh.e_milke.Jvhite.,w.a;tuhi^jQstiejaight. 

Appeare so faire and be au ti full in sie htJ- 

:As done these fieldes, and groues, and sweetest bowres, 

Bestrewed and deckt with partie collord flowers. 

Alonge the bubling brookes & siluer glyde. 

That at the bottome doth in sylence slyde. 

The waterie flowers and lillies on the bankes. 

Like blazing cometes burgen all in rankes: 

Vnder the HatJiorne and the Poplar tree. 

Where sacred Phoebe may delight to be: 

The Primerosc and the purple Hyacinthe, 

The dayntie Violet and the holsome Minihe: 

The dooble Daisie, and the Couslip queene 
Of sommer floures, do ouer peere the greene: 

And rounde about the valley as ye passe, 

Yee may ne see for peeping flowers the grasse. 

t 

Poetry, however, brilliant as it may be, does not produce 
drama, and we note in JP ^le ascert ain weakness in con - 
structive power. ^ His plots-, are deadedlv ^jgliC~ ang^e 
does nnjt^seem to take sufficient care in the ordering of his 
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sgeuBS- Moreover, h e allows poetry to. .,en ter^ in to,,, scenes-. , 
from whirh it ought to be excluded. I n David a nd Bethsahe. ' 
for example, Absalon is hanged by the hair. In this 
uncomfortable situation one would hardly look for well- 
ordered blank-verse utterance from him, but Peele cannot 
resist the temptation to indulge in his favourite metier; 
cries Absalon : 

IWhat angrie angel sitting in these shades,* . 

Hath laid his cruell hands vpon my haire,' '• 

And holds my body thus twixt hcauen and earth? 

Hath Absalon no souldier necre his hand, 

That may vntwine me this vnplcasant curie, 

Or wound this tree that rauisheth his lord? 

O God behold the gloric of thy hand. 

And choisest fruit of Natures workemanship. 

Hang like a rotten branch vpon this tree, 

Fit for the axe, and ready for the fire. 

Since thou withholdst all ordinarie helpc 
To lose m3' bodie from this bond of death, 

O let my beautie fill these scncelcsse plants. 

With sence and power to lose me from this plague, 

And worke some wonder to preucnt his death, 

Whose life thou madst a speciall miracle. 

W]ipn-aJl-J.fe-.snifl and d one, it is Peclc’s co medies that 
t3alL-.pmY.e_his._mjC!St.Jaat.i,n g' claim to fam'^ ’The early 
pastoral exists for no plot, but for its beauty of romantic 
wording, and TJwQ l dl JVi vc^ Tale ha s a. perfect charm of^ 
romantic hurn^ ^ It is in the* devefopment " of ' tha t- 
n-ariiHJH^M 3 e~^.LJbumojLULJW^^ was later g raced by 
Shakesneare that Peele proves himself greatestm ,ike 
Shake sp eare h e-canJnd uce laughter of a_p eculi arly mellbwed 
sort bv the i.uxta po§.i tion , j^f,. realit3 ^ and ■.romanc e^''and he 
can_c tieate_an— atmos phere which unites these' two worlds 
ijuone-Jiannony.. — I-n The. Old Wives' Tale Antic, Frolic, 
and Fantastic enter lost in a forest; Clunch, coming in 
with a lantern and a candle, takes them to his cottage. 
There Madge, his wife, starts telling a fairy-tale, when 
suddenly the characters of the tale take visible shape and 
enact their story before the cottagers. Into this purely 
romantic fantasy Peele succeeds in introduci ng an amount 
of literary satire, ^ Gabriel Harvey’s attempts at Latinized 
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verse in English being subjected to particularly severe 
» ridicule. This is the first dramatic literary satire in Eng lish : 
'it is o.ne-.o Ethe--c oniplEtest':expressions.-.Q£_r£)nianticism in 
the sixteenth century outside of the ._w.orks.-OjLShakesj).eare 
* luniseff. 

V 

(iii) Marlowe 

The four greater members of the group of University 
Wits remain for consideration; each of these deserves a 
far more detailed attention than could be devoted to Lodge, 
Nashe, or Peek. It may be well to start with thp mQs t 
induaduaJ-»and»4he~mosL.taknted.~o. L-t hg,^p.r.P7 Sha,kej;ppar .ia n s, 
Christopher Marlowe, pf^is work several well-known 
plays have h^^^res^Tvt^CiamJbnrlaine the Great (c. 1587; 
printed lS9^^^he tragi^ll History of D. Faustus (c. 1588; 
printed 1604 and i6i6y^Fhe Famous Traojedy of the Rich 
lew of Malta {c. 1589; printed 1633)^^/:^ troublesome 
raigne and lamentable death of Edi^u'd the second, Khig 
of England (c. 1592; printed 1594), The Massacre at ^’is 
(^ 593 ; the one contemporary quarto is undated), and The 
Tragedie of Dido Queen of Carthage (c. 1593,* printed 1594 
as by Alarlowe and Nashe) . Besides these, Ltists Dominion; 
Or, The Lascivious Queen was printed in 1657 as by Mar- 
lowe, but has been almost unanimously rejected as a work of 
his pen. Quite rightly it is the first four play s which have 
been hailed by enthusiasts as masterpieces of dramatic 
art. The Massacre at Paris i s admittedly a poorly wrought 
and poorly written drama; and JDjifo rarely rises above 
the levels of unimpassioned blank verse. Its sole interest 
lies in the presentation of the heroine, a presentation which 
takes on added significance when we consider the genera l 
tjack _of women chara c ters i n_Marlo.w.e!s-othe3:-pl^s. 
j^-^OTthe four greater dramas T ambu r laine.^ DjL ^austu s. 
a£d^4<?..--^^zy-o/«J£ffZtGL-atand-4ogether as displaying certain 
comni on .charact&ristics all distinct from the ordinary 
tragic conventions of the time. These characteristics may 
best be discussed together, as a separate analysis of each 
individual play rather tends to obscure the unity of con- 
ception which dominates all three. In the first place . we 
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note t he infl t^ nce of Machia ^celK>. who, as Ave can see from 
the many r^rences in contemporary literature, was more 
and more impressing liimself upon the English public. 
Most heard of him by report, and took him as .a symbol 
of all that was atheistical, immoral, and corrupt. In 
reality, Machiavelli is far from corrupt. His Prince is 
merely a summing up of regular Renascence ideals of con- 
duct; it is the culmination of that individualism which 
marks off the newly awakened Europe from the anonymity 
and communal ideals of the Middle Ages. Machiavelli 
had made a god of quality in a man which drives, 

him to find free and full exp ressions jor his own thoughts 
and Motions, i t is this c ;/r/f^oo jvhidi^J.arl owe'has sUzgd. 
not” without "some tremors of conscience in spite of his 
liberated mind. So he presents his .heroes. Tamburlaine, 
Dr Faustus, and Barabas, overriding the ordinary mora l 
CQdes-of-theirJjmcsuEL an effort to find tlTc" complete rcaliza- 
tipn-of—their—par-tiGular— ideals; and in The Jcxv of Malta 
he brings Machiavelli forward in person to speak the 
prologue to his tragedy. His words show a peculiar mingling 
o.f • true. love of. Machiavelli’s philosophy and half-terrified 
aAve resulting from a contemplation of his "villainy.” 

Albeit the Avorld thinke Macheiiill is dead, 

Yet was his soule but flowne beyond the Alpes. . . . 

To some perhaps my name is odious. 

But such as loue me gard me from their tongues, 

And let them know that I am Maclicuill, 

And weigh not men, and therefore not mens words. 

Admir’d I am of those that hate me most. 

Though some speake openl}'- against my bookes. 

Yet will they reade me. and thereby attaine 
To Peters Chayre : And when they cast me off, 
jAre poyson’d by my diming followers. 

■/£.coun t_Relie ion_bu t a childish Toy . _ 

And -hold-tbere-is.Jio-5inn e.but .Ignorance. . . . 

O’ th poore petty wites 
•Let me be enuy’d and not pittied ! 

The “poore petty wites” are those who possess not virtit 
and t he passion far^gelf.-jealizatioP '^Vg^ 

OneTIm^rtant result of this .insistence upon virth musb 
''noted'. Call it what we please, virtit^ ambition, wilf; 
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tends to overlook class, and accordingly tlie^jd^ama?.^! 
f Marlow e break away slightly from the more anjjient medieviil 
;,pjam !^JBi el(liddle’X ^sTTi|e9v^s''Ohil^'o prints. 

" and.,princes,j)nly ; for Marlow e it was-a ^^hing-oLindividual 
. heroes. ^ Thus his Tamburlaine, king though he may be 
by the end of the drama, is born a peasant. The Jew is 
y but a Mediterranean moneylender, and Faustus an ordinary 
German doctor and alchemist. Tbel medieval . conception^ 
I o f th e royalty of tragedy is he re being supplanted by th<! 

' , Renas cence, ideal, of i ndiyMuaLyyQj;J:h. Jt is the,.u nion^f 
* t ^e tw o .\yhicli-gives-us-the-raaj esty-^i.Maab£tJijaLndj)iJ[^aK. 

In the same way, we may observe a change_in., Marlo we’s 
dramas, from t he mediev al ■■theor-V—tba±^ trag:edy invariably 
re presents a falling i nto m isery or adversit y from prosper ity 
or happ iness. Death comes to all Marlowe’s tragic heroes, 
but the~l<ernel of his dramas lies rather in the struggle, .gf 
a brav e human soul..against-fQr.ces_whic h in the end_.pr ov. p 
t oo great for it. t/The medieval conception of tragedy 
a'~ distinctly moral one; drama had to show this falling 
into adversity, and thereby inculcate a didactic lessonv*. 
There is no.rnoral of this sort in Marlowe’s plays. The. 
interest centres..;\v-holly-onJ:he„personality of the hero, ani 
tile pleasure c krived from the drama comes from watchin g 
that_p'erso^Lty,,j:prnes_froi:9_th&_&ens.e_of_gr.e5toess~wliich 
that personality brings with it. This, again ^ is a secret 
which Marlo-weL.^^ght_to_Shakes pear^ r Part, at least, 
of the tremendous impression we, gain from witnessing 
''^/Othello Macheth springs from(tb.e^sseptial.nohdity.....cif 
the.. heroes j)f these two plays. This is o ne of M a rlowe ’s 
most, , outstanding— contributions ~to„ the..,development~of- a 


.5 -truly august tyj)e..o.f English..tr.age.dy.. „..His mai.n .con cept ion 
.• /of serious drama-^£n ascen.ce virtii battlin g o n to success 
l. and then fallin g, imconquered before fate4 -is at the foot 
o*r.a.irlEK^great^ sevent eenthHcentury. _’tragic_.actiyityj „ on.lyj,^ 
Shakespeare made his figures more hu m an and stressed 
: mora le tatal tlaw in the greatness of their character s. 

TrTTither ways, too, Mariowe_Jn,._tlie-se-'plays-~advanced 
far beyond the preyipus attempts at serio us dra ma. Already 
the time when Gorboduc appeared blank ve^e .had taken 
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the place of- rime as the chief medium for tragic dialogue, 
but that blai% verse was ' still' unformed, artificial, and 
monotonous. (f Marlowe _it--was_wIio_lk£athed into it the 
life-spirit of poetry . \ All his heroe s_are-essentiallv-,.poetS- 
in jtheir n ature._fo r*1:hev are all reflections of AT arlnwe’s 
o wn pe rs onality . ^He^eelvS_io_CQiiquer— tlie-impossiblc-in f 
drama/to find the complete expression-ior-alLhis. hones and! 
• de 5 irjga..^ndJie-gan, put that sa me..passion .into .the ambition^ 
fo r earthly d ominion.-fQn-po.\v.eiL .Qver the intangible, for 
l imitless -r evenge. Tamburlaine is t hus a poet of essence. 
He delights in all the gorgeousness of imperial trappings, 
and he catches at the colour of rich words. 

Your Maiesty shall shortlj' haue your wish, 
and ride in tryumph through PcrscpoUs, 

says Meander, and the monarch’s repl)' is thoroughly char- 
acteristic : 

and ride in tryumph through PcrscpoUs, 

Is it not braue to be a King, Tcchcllcs? 

Vsuuicasanc and ThcHdavtas, 

Is it not passing braue to be a King, 

• And ride in tryumph through PcrscpoUs? 

His unquenchable aspirations lead him into the most har- 
monious of melodies, as when he gives expression to that 
passion shared by all his fellows : 

Nature._that ,fram !djB-ol-fouffi-Eleguats. 

Warring within our breastes for regiment, 

' Our soules, whose faculties can comprehend 
The wondrous architecture of the world, 
and measure euery wandring Plannets course. 

Still diming after knowledge infinite, 

and alwaies mouing as the restlesse Spheares, 

' Wils vs to weare our selues and neuer res t 
ripest fruite of all, " 

th e sweete fru it ion of an parthly crowne. 

It is he, too, who most clearly "gives, utterance to Marlowe’s 
°wn ,lQy.e..o.f the impossible in poe fevv "expressing for all 
time what must have been "felt by poets since poetry first 
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became an art, and what must ever be felt by poets to the 
end of Time : 

I If all the pens that euer poets held 

■Had fed the feeling of their maistcrs thoughts, 

And euery sweetnes that inspir’d their harts. 

Their minds, and muses on admyred theames; 

If all the heauenlj' Quintessence they still 
From their immortall flowers of Poesy, 

Wherein, as in a myrrour, we perceiue 
The highest reaches of a humaine wit; 

If these had made one Poems period, 

And all combin’d in Beauties worthinesse, 

"i^t^should there houer in their restlesse heads 

Qjie_.thonght,>one^grAce,^one_\vopjiderjja.t4heJ[eMt, 

Whic h int o words. ,no „vertue j:an„dig.est. 

Nor is Faiistus , far different. !\¥itli_bimJ:h,e-pass.ion takes 
theTorm_pJ„a_desir.eJ:o..cpnjiuer,tlie.secr.et. force .of_natijre, but 
his words have tlie.same..glow of enthusiastic rapture : 

O what a world of profile and delight, 

Of power, of honour, and omnipotence. 

Is promised to the Studious Artizan ? 

All things that moue betweene the quiet Poles 
Shall be at my command: Emperors and Kings, 

Are but obey’d in their seuerall Prouinces : 

But his dominion that exceeds in this, 

Stretcheth as farre as doth the mind of man : 

A sound Magitian is a Demi-god, 

Here tire my braines to get a Deity. 

Marl^ve js. the , jooet . of . passion par., excellejisf.^ ajidUtio- 
?wheTe^oesJie..5how.his..genius for high, astounding phrases 
so much as_he does w.hjen_he is speaking of the rapture of 
l^uty. His ve rse tak es on_a strang e iride scenc e where the, 
marvelling j,t the loyeHness. becomes confused >yith the, rich,, 
sound of words jovedffor their own. sake. This isjsspedally 
true.,of.Tamburlaine’s .cry over the d3’jng Z.enocrate : 

; .. jBJack.e-isJ:he.beautie.,Q.f_the_br.ightest.day, 

' V jTheJjol.den . Ball, of Jieauens..eter:nalLfij:q, 

That dauncld with.glory on the sil uer w aues, 
Now-w-ants-the-fe well that ehfl ain^d his b eames. 

And all with faintnesse, and for foule disgr^, 

He binds his temples with a frowning cloud. 
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Readie to dark en ear th. \\nth_£xidlessejiig.ht, 
^ Ze»oc?ra /c-that4raueJbunJigh.t_andJjie. 
j Whose eves sh ot fire fro m th eir luori.e^bowetg. 

( And tempe red.euery soule with Hucly lieat . 

by the mallic e of t he a ng rie skie s. 

Whose ie al ousie .adm its~no second liiate^ 

Drawes in the comfort of her latest breath, 

Al dasled with the.hellish-mystes^r^at]^ 

Now walke the angels on the walies of heauen, 
as Centinels to warnc th’ imtnortall soules. 

To entertaine diuine Zcnocratc. 

Apollo, Cynthia, and the ceaselesse lamps. 

That gently lookt vpon the loathsome earth, - 
Shine downwards now no more, but deck the heauens, 

To entertaine diuine Zcnocratc. 

The Christall springs whose taste illuminates, 

Refined eyes with an ctemall sight, 

Like tryed siluer runs through Paradicc, 

To entertaine diuine Zcnocratc. 

The Cherubins and holy Seraphins, 

That sing and play before the King of Kings, 

Vse all their voyces and tlieir instruments 

To entertaine diuine Zcnocratc. 

and in this sweet and curious harmon)', 

The God that tunes this musicke to our soulcs, 

Holds out his hand in highest maiestie 
To entertaine diuine Zcnocratc. 


It is equally true of Faustus* s till better-known eulogy of 
Helen,: ' ‘ ^ 

Was this the face that Launcht a thousand ships, 

And burnt the toplesse Towers of Ilium? 

Sweet Hcllcn make me immortall with a kisse ; 

Her lips sucke forth my soule, see where it flies. 

Come Hcllcn, come, giue me my soule againc, 

Here will I dwell, for heauen is in these lippes. 

And all is drosse, that is not Helena. 

I will be Paris, and for loue of thee. 

Instead of Troy shall Wittenberg be sack’t. 

And I will combat with weake Menclaus, . 

And weare tli)' colours on my plumed crest. 

Yea, I will wound Achilles in the heele. 

And then returne to Hcllcn for a kisse. 

t o tho u art fairer-th.en,the euenings-alre. t 
CladJnjt he beaut y of a,th ousand_ styre^ s;| 'i.-- 
Brighter art thou -then-flamin g Jupite r. ** 
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When -he^aGpearld. to. haplesse Sem ele^ 

More louely^then t he MpnarSi of the sky . 

In ..\Ya ntoh . A reth jtsa’s azu re armes. 

And .none but thou .shalt be Paramour. 

Before passing to glance at some of those ' dramatic 
elements wherein Marlowe proved his inferiority to 
Shakespeare, it were well to mark the g^at .scene in Dr 
Faust us which, more than anything else", points out jMar- 
lowe’s true greatness. All previous dramas, including 
Tmuburlaine, had dealt with single-minded individuals. 
If a struggle in the heart of a hero was introduced, that 
struggle normally took the form which is to be seen in the 
morality plays — ^the struggle being symbolized by con- 
flicting bodies of minor characters. In Dr Fatisfus !Marlowe 
a ttempted som ething newr-^the . delmeation^^^^ stni^l^ 
w^HjrTjnie., nn^d^^ flgurcL^ This struggle is 

certainly somewhat primitive in its expression, but it is 
a_J[oxet.aste__of_ those * ‘in ward characteristics” to\<-’ard 
which, as Professor Vaughan has pointed"~out, drama in 
its development inevitably tends. Baustus,-.in.,this,.je.s.pgct, 
is unquest ionabl.Y_the._.,greatesL,tra.g.ic.-.figu.re....in.„sixteenith.- 
century; literatu.r.e..o.utside..the_w.ork„o£.S.hal^espea.r^ 
j. However great j\Iarlowe proved himself in poetry, he 
^was, nev er theless, not a~SlT^tesp eare . He neyer quite suc- 
ceeded in reaching t he lofties t summits_of_ tragic art, and 
this perhaps was more owing to certain features in his 
own character than to the fact that he died 3 'oung. In 
stru,cturc...jvve see that all these three plays are faulty. 
Dr Fmistus and The Jew of Malta have assuredly come 
down to us in mutilated texts; but even their original 
form must have been weak. Tf^mhiirlame has n o unity 
except such as lies in the presence of the heroU Dr Fau stus'^'t 
is largely a colle ctiorLof heterog eneo us sce nes, , loosely pinned 
together’*^ TJw^Zew of Ma lta oibe ns well , but sinks into 
rnediocrity ^toward the middle-’ and close. - With Ma rlow e' ' 
; we are in the presen ce df^jjdistinctly. .jjassipnate but . un- 
ibalanced geniu^ a m an iacMng 

eyed "'po\v^ •^ hich_.ga-V.e.__ to Shakespeare a lar g e part of 
hi s gre atness. WitL4iis --insistence ■ pp.on the trem^dous 
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emQticMis_pi_jthescL-supennen_lieroes,.Jilarig3ve,„rnor.eo.v9', 
ten ded to _J,Qse,sight-oi.Ae.^ajin oi:^g«res^'^i his tra gedies. 
All h i s heroe s.Ja— theLti-vjery-greatness. stand _alQne. "We 
have the feeling that they have no mortal force to fight 
against. ^ They are lonely fi gui:es_in_a_'sv.orld .otXUliputiauV 
This ma3rl3e, to a certain extent, a characteristic likewise 
of the Shakespearian tragedy, but always Shakespeare 
has given more of individuality to his lesser figures than 
h as Marlowe . Horatio, Cassio, Banquo, and Kent have 
independent existence such as Meander and Wagner never 
could have. This \ Ya»t of relief is p^ rti^a.rl5^ to be noted 
in the almost complete ladc4>f^vomerr~m^ Iarlowe’s plays. 
Zenocra tCLplays but a shadowy part in TaJiiburlamc; Helen 
is but a vision in Dr Fauslits; and Abigail hardly calls 
for our sympathy in The Jew of Malta. Again, while 
tragedy, may be, in the main, masculine in character, this 
lack proves the.,,jcjxcumscribed.XipitS;^f_. Ma rlowe’s art. 
A similar deficiency is to be felt in ulie entirely seriourtone 
of his olavs. ^The comic scenes in Dr Faustus, we may 
presume, were not from his hand. His nlavs are a lL nitched 
. o n the one note.fihe notex)f enthusiasm a ndj>iJ:ragi.r- passion. 
Never does he'^show the breadth and the _ vision which 
Shakespeare displays in the gravediggers of Hamlet or the 
porter of Macbeth. 

It is just possible, of course, that Marlowe would have 
flourished forth into a more comprehensive dramatist had 
his life been spared; and for this there is evidence in the 
play of Edward I I. This obviously belongs to the chronicle- 
history tradition, and hence stands apart from the others. 
There are mor eJiuman-de ments in it, although the. virtti 
so noticeable in the earlier dramas makes its appearance 
here in the figure of Mortimer, who is opposed to the weak- 
willed King. There is an effort in this play at introducing 
more complexity in a theme .o f_i:esoluti0n-and.jo£-ir.resQl ution ,' 
and some of the dialogue reaches a pitch of tra gic excelle nce 
finer than any of the more gorgeous para^aphs of the 
preceding plays. As Edward lies in the misery of his 
prison his words have a tragically pat hetic. _no.t_e which 
seizes upon the imagination: 
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And there in mire and puddle haue I stood, 

This ten daies space, and least that I should sleepe, 

One plaies continually vpon a Drum, 

The}' giue me bread and water being a King, 

So that for want of sleepe and sustenance, 
jMy mindes distempered, and my bodies numbe, 

And whether I haue limmes or no I know not, 

O would my blood dropt out from euery vaine. 

As doth this water from my tattered robes : 

T.q\ 1 I sab ell the O ueene. I_.lookt,nol:-thus. 
\yAenjfojrJjier,sake,jLran.at.J:ilt,in.35xaji^^^ 

And the re v.nliorsL.theJDukc_of Cl eremont. 

Nothing quite like this had been known in the earlier 
chronicle histories. Hardly too much may be said of 
^Marlowe as a poet, as a pioneer, as a genius of unquestioned 
Indivi duality and independence both of thought and of 
feelin g. 

(iv) Kyd 


If was. .responsible^ for , developing, one^type^.qf 
tragpdy.,Xhomas.T<,yd..is. responsjbk f£r elaborating anoth^. 
^f his works we possess the famous "and’ notorious The 
■Spanish Tragedie (c. 15^; p^pted without a date, and, 
with additions, in 1602), and Cornelia (unacted; printed 
1594)- In addition to these he has been credited with the 
authorship of an early Hamlet, which, however, recent 
research tends to attriljute to Shakespeare himself. Cor- 
nelia hardly merits any close attention;, its blank verse 
at times is fair, but it is after all only a translation of Robert 
Garnier’s Senecan (1574). ^hc Spfinish Tjngpgdv. 

on the other hand, rnarks_a,.distinct..era„m.tbe..de.veiopm^it 

This play was . an instant success, 
capturing completely the hearts of the late sixteenth- 
century audiences, and retaining its popularity long into 
the seventeenth century. Its fame is attested to by allusion 
after allusion in the plays and the pamphlets of the time. 
This popularity, and the fact that it gave rise to a host of 
similar plays, including Shakespeare’s Hamlet, makes it 
necessary to pause for a moment in order to gain an idea 
of those _features in it which most affected the specta- 
tors„,of the time. The story, Js., one ..ot^r.evjmgg. We are 
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introduced in the first scene to the ghost of Andrea, the 
slain husband of Bellimperia. The latter falls in love with 
Horatio, who is strangled by Lorenzo, Belliraperia's brother. 
Horatio’s father, Hieronimo, secures his revenge by means 
of a play within the play, and dies glorying in his deed. 
It may be noted here that the portions which deal with 
the painter first found in the quarto of 1C02 are not b)' 
Kyd, but were added, perhaps by Jonson, who was paid 
for “adicyons” to the play in 1602, or, as some have 
thought, by Webster. In discussing the value of the drama 
we must treat these scenes as separate from the original 
play. Whatis it.tliat these contemporaries saw in this piece? 
In., the first place they found a^ Senecan. n lav. adapted toj 
p q p u|ar...requirement s«-jThere is ple nty of action upon tlie’ 
stage; there is an interest in it wliich the neo-classical 
dramas normally lack; and at the same time there is 
evidence in the authorship, of a man who has studied the 
classical stage and learnt its most telling features. On the 
whole, the play is well constructed, and Seneca’s ghosts and 
revenge themes have freely been borrowed from. Kyd, too, 
kne.w„the_t astes of the. _audience. and his tragedy is, like 
Shakespeare’s plays, full of stroner exte rnal action.’-^he 
stage_effects_are_well_mana^ed ; . the murders are J lirillingly 
comniitted ; and the whole work rises at the end to a climax 
of interest in the play scene. In some ways The Spanish 
Tragedy appealed tO-a_Grand Guigno l . a.U(iiTn ce,"^nd”gavfe 
something— too-to-thosje who_ still retained faith i n classic al 
drama, This able presentatipn^^qf the story rieveals the ' 
diii[er.enceJ3etweehZK.v(Land3Ja rlowe. N6ne_of Mar lowe!& 
pl ays are well constructed ; Kyd knows the theatre so well 
ffiat he can make fullest use of air'fKe"opporfumti^""if'h'S 
to offer. Kyd^_ n7ore Q.ve r. was a poet in his o wn wav , and, 
without being able to rival Marlowe in writing the high, 
astounding line, he succeeds in producing dialog ue that is 
forceful and capable, such as, for example, those words of 
Bellimperia and Balthazar at the opening of Act II, scene. 2 : 

Bel. My hart (sweet freend) is like a ship at sea: 

She wisfieth port,' 'where riding all at ease 

She may repaire what storraie times haue worne, 
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And leaning on the shore ina}' sing with ioy 
That pleasure followes paine, and blisse annoy. 

Possession of thy loue is th’ onely port, 

Wherein my hart, with feares and hopes long tost, 

Each howre doth wish and long to make resort. 

There to repaire the ioyes that it hath lost. 

And, sitting safe, to sing in Cupid’s Quire 
The sweetest blisse is crowne of loues desire. 

Bathazar and Lorenzo aboue. 

Bal. O sleepe, mine eyes, see not my loue prophande; 

Be deafe, my eares, heare not my discontent; 

Dye, hart : another ioyes what thou deseruest. 

Even these qualities, however, do not exhaust all the main 
features of K3^d’s work. He had taken over the Senecan 
tvj2e_asJt_ap.peare.dJn .Gor.bodiic.;Ji\^}ad made it thrillingly 
effectivej . he had .„bxeathed,Jnto_ Jt.. .the passipn,_oi_Jine 
bla nk ver ge. j._hut he did something more than that. ..He 
contributed a new t3^pe of tragic hero to . .the stage. The 
main characters in tragedy up to his time had been 
-“afflicted princes” or grandiloquent supermen; K3^d pre- 
sented ' the hesitating type seen most magnificently in 
Hanilef, and allied that with madness, feigned and real. 
H iero nimo _ Joes not sweep to his revenge. He moves a 
step forward, hesitates, draws back, falls into a passion of 
indecision, and then completes his task. It was the subtletv 
odLc haracter d elineation, in K3^d’s work which must most 
have appealed to the audiences of the time; they realized 
that here was something for which they had been seeking. 


(v) Greene 

The remaining pair of .University Wits gave all their 
attention to the development of comedy. Robert Greene has 
left five plays : The Comicall Historic of Alphonstis King of 
Aragon (c. 15S7; printed 1599), A Looking Glasse for Lon- 
don and England (written with Lodge c. 1590; printed 
1594) > The Honorable Historic of frier Bacon, and frier 
Bongay (c. 1^89; printed 1594)) The Historic of Orlando 
Furioso (C.T591; printed 1594), and The Scottish Historic 
of lames the fourth, slaine at Flodden. Entermi.ved with 
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a pleasant Comedic, _ presented by Oboram, King qf Fayerics 
(c. 1591; printed 1598). The first two of these may be 
neglected here. Alplumsiis^is an amateur work and very 
reminiscent of Tambitrlainc; the other play has already 
been glanced at briefly. Djda}idj>—Enrj oso, also, requires, 
but scant attention. Its theme, taken from Ariosto, but 
highly embroidered with fanciful touches, and its treatment 
do not raise it above the ordinary levels of the time. In 
Friar Bacon. Jiowever. and in James IF Greene h as, as 
many critic s ha ve realized, contributed much to the develop 
ment^o ^rom i n Eng land. Rnmnncg we have" 

already seen gathering way in the morality-interlude type 
of drama; it is here by Greene raised to the tr ue heig ht 
ofjirt. The plot of Friar Bacon is sad enough, with its 
complications and barren stretches, but out of it there 
emerge two or three notable features. The first and greatest 
is the Jove b etween ^largaret and Lacy. The story of the 
play shows us Friar 'Ttarnfi and ^Rri ar 'Rqngay, or Bungay, 
r ivalling ea ch_other in magic, and revealing, by means of 
a marvellous glass, events that are taking place elsewhere. 
This portion of the plot introduces theJow^comiejeharaeter 
oX 3 Iiles,JBacQn’s scholar, and_aJDevil, who runs off with 
the magician on his back. Alongside of these .figures move 
Edward. JBrince . of Wales , a nd La a:,lEarljD f Linc oln, both 
in love with Margaret, the keeper’s daughter,/ We' have | 
thus tbrpp/ fii«;tjnfi<- wofld<; min«rlpfl together ^he wo rld of 
mag ic. tli e, worldLoi-aristQ(xaticJi£e.-andJme_world,of^the 
c oun tCT. These, by his art, Greene has woven together 
i nto a single harmony, showing the way to Shakespeare 
wlien the latter came to write A Midsummer Night’s Dream. 
The cardinal feature of the .r omantic comedy is nrecisel v ; 
thi s intei;^gayjpa.oj.,diver:se.moods..and..surr.oundiiigg, where 
princes meet with clowns, and fairies with artisans, added 
to the presentation of a rural love, usually spiritu al in essence. , 
The same atmosphere is to be discovered in James IV. 
Here the Kings of England and of. Scotland, surround^ 
by a. group of courtiers, meet in the same play with Bohan, 
a melancholy Scot, and. Oboram, or Oberon, King of the 
Fairies. Here too is introduced a theme of romantic love. 
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with D^orothea, the best-d rawn woman figure in sixteenth- 
cent uiy drama olitside Shakespeare's' comecfi^, as t^e 
heroine. X l^e-J^! hole is j Eused^itO— a, unit^by . (jre^ie^ i* 
pe^uHs^^umoiu:, cast over the entirety of the play. With 
Greene, then, we find even more fully elaborated that 
^dramatic f orm in which rea lis m and idealism meet, wher e 
I eleme nts apparently contfa^ictory rnove in onf- rnmmnp 
' harmpny. 

The indebtedness of the drama to Greene is by no means 
confined to this presentation of romantic settings. His 
;yergeJhas a quality of its own not to be despised. Although 
normally it has a nrevailingfly: J ambic movement and is 
heavily influenced by the blank verse of Marlowe, Greene 
permits himself some liberties in his handling of it. We 
not only have which in their strength and beauty jcC-QalJ 
the_jiielo,dies„pjL.Shakesp.ear.q, as in Margaret’s words : 

Why thinks King Henries sonne that Margrets loue 
Hangs in the vneertain balance of proud time? 

but we find scattered through his verses interestingjraria- 
tions from the iambic pentameter norm. Such a line as 

Poring vpon dark Hecai’s principles 


shows an interesting attempt to secure a variety rarely 
to be found in the more regular melodies of Greene’s com- 
paniqjis. 

Im- ^charact erization^ tnn, Greene’s contribution to the 
drama of his age is noteworthy. is one of the^first 
to draw JbQ«J?,osalinds....au.d.J[^elias_of Elizabethan times' 
Maxgaret-andJDorothea are excellent nortraits of women 
cpnceiyed,jand_depicte(Lin„that_romantic light which sho ne 
on, so jTi^^y^jworlcsjDLf These^jypmen^are real 
'yet„they_Jiaye_.sp.me.^elements.Jm_.tlxem,,,,.\^^^^^ ideal . 

(^pe,,Jixpre..,the..tw.o.-.w.or.lds-JiieeJ:. So, too, with Rohan jof 
James IV, a character who seems the prototype of Jaques 
in As You Like, It. There is in him "at once'fealism and a 
certain „touch.,of.,the_r,p.rnanticjvhich makes him a fit if 
somewhat moody companion for Oberon. 
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(vi) Lyly 

Finally we come to that poet who, in point of time, was 
tlie earliest of this group, John Lyly. iVIore of his work 
has been preserved than of any of the others. His plays 
number eight in all: A mostc excellent Comcdic of Alex- 
ander, Campaspe, and Diogcit'ss (15S4), Saplio and Pl^ 
(15S4), Gallathca (c. 15SS; printed iS92XJlndi7nton,^^c 
Man in the Moo}^(i 588; printed 1^91), Midas (1589-90; 
pripted i^92')f^otlicr Bonibie (r. 1590; printed ig9j/^ 
'^oz'cs Meiamorphosis (c. 1590; printed 1601), tinaflie 
Woman in the Moone (c. 1594; printed 1597) . All of these 
are marked by similar features, features ,j\vJiicli,.serjKe to 
diff eren tiate-X-yly— £rom_th e other Univ ersity Wits. In 
^the first place, unlike the rest, he lopke d. to. the Court fo r- 
^ 'avou r ^ratheLJthanjt. Q.the spectators in the_p.ublic..theatres. 
Whereas his companions all wrote for the newly arising play- 
houses. Lyly’s comedies were intended for the-child actors in 
royal service. This makes his plays possess tone and , a-d&U- 
cacy lacking completely in the rougher and more bombastic 
pieces wrought for performance by adult players before the 
more unrefined audiences at the Theatre or at the Globe. 

It is possible to classify these plays of Lyl)’^’s into severa l 
gtoups — those which are allegorical and_ myth ical, in to ne, 
those wbiclT_display„reali£tic..features,^nd those which mark . 
the i ntrdd uction,oLmore^oi:-lessJTistp.rical featurgg. Possibly 
the last group, exemplified in Campaspe, might be included in 
die first. As all Lyly’s comedies, however, possess the same 
es.'^ential characteristics, it is unwise to consider the separate 
plays apart from the whole of his dramatic productiyity. 

It was Lvly w ho was largely responsible for N: 3 ae_j 6 rst j,' 
e laboration of -romantic sentiment. He found on the stage " 
the abst^tipjis„oJj 3 ie.jno 3 aJitjLe£nie found also the crude 
corned jLoXiLea.listicJ.ypies. He found too the strict .Clascal 
divisio n of.jdrama._mto_partiailar_forms — ^tcagedyj„.comedy, 
aind p astoral; and alongside of that he found the crude 
mingfing^of. .t raged y— and of com edy, as exemplified in 
the rough popular plays we have already considered. 
Deliberately he seems to have sought for some atmosphere 
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or for some method of treatment which.. might. Jiarmpnize 
these-apparently antagonistic spheres i)f-interest, an atmos- 
phere which is reflected in the humour and romantic fancy 
we have noted in the works of Peele and of Greene. 
.•'This_xomantic Taney, .is \yifr hi m mo r e idealist ic .Jji an it is 
with the other t\TO men, and mikes;iiis-pla-ys.jnQve..p.n.._a 
plane -somewhat, .removed., f r.om_terxestrjaL„exis.tence : hut 
his importance as the inaugurator of this style cannot be, 
.overestimated. There is in his comedies^ mellowed spiri t 
under which (seriousness and lauchter m^'t^i'a world of' 
. poedp fa ncy wherein the de ities of cla ssic al myt hology live 
,’an.d..n]pve by the side p.f the human figures. 

. ^ S^arated. as .Lv.l.y_ was from the neo-classicists, i m ref using 
j-to bow to the canon of sharply marked ‘kinds’ of dramatic 
poetry, he was at the same time t horou ghlvL. hu manis tic^ 
in his, outlook. Terence.Taught..hi.m ’.the tepjmique^ w^^ 
is diyilayed Jn ..and„ the .study jDf .Greek.. mj^tli 
led him into a strange realm with which but few Renascence 
artists were acquainted. The best way of estimating 
Lyly’s mythological pictures Js by comparing him with 
. Botticefli. In both we find t he classic age seen throu.gh the 
-eves of romance. In both there are delicate colourings, a 
; certain, niellpwed sadness, a linking of earth with the spirit 
I world. Here -are^^realis m and .classicism- and „rom.antic T^ 
-' welded , iuto-xine. ** 

In style ..Lyly’s importance has long been appreciated 
b)’’ scholars, and the title of his early novel, EupJuies, has 
contributed a special adjective to the terminology of literary 
types. In its most exaggerated form this . euphuistic style 
is..,dull,,.mpno,tonou,Sj„.and-uninteresting,. wearying..thej:eader 
with thp_endle.ss_.antitheses, -the ..continual,, flpw. of ...artificial 


metaphors : but this was what his age was seeking. It was 
iat least artistic, in the .broader sense of...tl'ie..word.. .. Por the 
first tinie.v.ahnpst,„men JFound„a,.pr.ose. style„ which. bore. upon 
f,it the evident jnarks.of-co.nscious artistry.^ Instead of rough 
i'strength there .i.s.,grace‘; instead.p,f, blundering .p.eriods. th.ere 
Ts a refinement.- -of _thought_„and . of ..phrase. What Lyly 
'did for comic prose dialogue may easily be seen from 
even the few following lines quoted from Mother Bomhie: 
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Dromio. Now, if I could meete with Risio, it were a world of 
wa^gerj-. 

Risio. Oh that it were my chance, Obuiatii dare Drouth, to 
stumble vpon Dromio, on whome I doo nothing but dreame. 

Dromio.. His knauerie and my wit, should make our masters 
' that are wise, fooles; their children that are fooles, beggars; and 
^Svs two that are bond, free. 

’'f-Risio. He to cosin, & I to coniitre, would make such altera- 
^'^tions, (that our masters should serue thcmselues; the ideots. tiieirj 
-children, serue vs : and we to wake our wits betweene them alU i 

For the first time also men found a suitable blank yerse 
for corned} ’. iN larlowe ’s richness and bombast and glory 
was ill suited for the expressing of lighter sentiments, 
whereas Lyjyla verse, delicate if artifi cial, could convey l 
e. xcellent lv the quickne s s of his .thought .and .t he .humoro;.ts 
image s constantly fleeting throu gh . Jii.s_brain. This . pi jose j 
andl.thi s verse Lyly frequently ming led in_Jns_j:omedjj£s, 
and-dlie— interweaving o f the two c or.resn-OJjds_to.J;be_tiY.Q 
worlds' o Tfeality and of the ideal . The same fusion is t o be 

In his attempts at successful comic-character drawin g. 
Lyly made an important advance. He shows certainly 
in .some -plays, the, excessiyeJnfluence_of-Terence, but he 
frequently -shakes himsplf fre e from ! _the_nres.entation_of 
merelv-.-i mitative l iumnurs.* There is no question but 
that i n^pro gijo of Mpibsr.^.pm^ijp.,jn Stellio, Accidius, and 
Silena we have relics of tlie I^tin stage, b ut none of these 
ar.e_qui.t.e_pure types . Each has a certain touch of indi- 
viduality tbat-xemov es the__a ppar ent ytifi ci ality of the 
chaxacten-dnuviog. I^Ioreover, we find in Lyly the firsFfunfs' 
of th e union of 'humours’ with romantic^characteristic^or 
Qf-theJ.uxtapositLoji.jQ£Zfiltmb.umLan(Loi-^^ ^^ 

In Mother Bombie this is to be seen in the rather charming 
figures of' Miestius' and Serena, just as it is to be discov- 
ered in the lovers, ■ Eumenides and'Semele, of Endimion. 

In studying Lyly’s work it is important to remember that 
while, to a certain extent, he stands apart from the regular - 
development of drama in his time, his influence was wide- 
spread. All men and Avomen of culture started to con- 
verse in euphuistic style, and the commoners aped the 
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aristocrats. His comedies proved popul^ and Shakespeare, 
/among others,. deigned^to. take fro m them many sugges tions. 
.]Tl^e"de^dce of Jdie.gijl.dressedjas.aj)p}f, which gave to us 
the figure of Rosalind, is to be traced back to Lyly. The 
introduction of songs _symlK)lira^of _th^m_^ement or mood 
^of^a^ particular -coined}' owes its popularity to him. In 
countless ways, large and small, he contributed to the 
development of the theatre of his time.^ 


(vii) Other Dramatists of the Late Sixteenth 

Century 

In carrying the development of comedy and tragedy up 
to the close of the careers of the Universit}’’ Wits we have 
reached chronologically the, nineties ,pf „the.,sixteenth.century , 
and we have discovered certain main lines of dramatic 
development. In trag edy there has been noted (i) the 
Marlo vian type, in which the hero is a superman, battling 
with tile god^ (2) the Sjanish Tragedy J.yvq of revenge 
play, and (3) the .chrpnicle Jiistory of varying moods and 
atmospheres. With these moves the neo-classical tragedy, 
as exemplified in Gorbodnc, but destined to take no large 
share in the growth of English drama, as well as odd plays, 
of which Peele’s David and Befhsobe is one, with no very 
decided characteristics. In_cpmedy...^ye discover (i) the 
rude.,realistic,, farce.,deriving its inspiration from the inter- 
lude tradition, (2) the i mit ations o f Te rence^and oi.JP.lautus. 
generally realistic in character, (3) the pure ly .Janciful 
c omedies written by Lyly, and (4) the r oni_an tic„comedies 
Q.f„.a_- realistic-i deal type inaugurated by Greene. These 
by no means exhaust all the forms of drama in the 
later years of the sixteenth century, but they may be 

1 It is important to remember that a true appreciation of Lyb^’s work 
cannot be gained until the principle of his stage methods is understood. 
Lyly, writing for the Court, adopted the ‘simultaneous’ method aban- 
doned in the public theatres, whereby several distinct localities appeared 
on the stage at once. In Mother Bombic, for example, there arc seven 
doors, each representing a separate locality. In Cavipaspc there are three 
localities on the stage — Alexander’s house, Diogenes’ tub, and Apelles’ 
shop. This simultaneous setting was in use in the time of the mystery 
plays, and disappeared in England during the seventeenth century. 
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taken as guides in the further summary of tragic and comic 
endeavour. 

In the meantime it may be well to glance briefly at a 
few independent play s, and at the work of one or two 
separate writers whose dramas are in some ways to be 
associated with the activities of the University Wits. One 
of the most important oU-these plays is The Lamentable 
and True T racicdy. of M- Afden o f F eversion in Kent (c. 

1 590; printed 1 5925'/l1he authorship"ot"wlu 3 i was at one tinie _ 
given to ShakespearCi-djut is now usually accredited to Kyd 
or to one of his followefsr^’" Arden of Fcvershani introduces 
.us to a new t}*pe of tragedy, the domestic type. ^Dom estic 
tnigedM of a sort is, of course, .visible in some of the 
moralities. The presentation o f. E verymaji (under what- 
ever name he may pass) is essentiall)^ domestic, and the 
example of these primitive dramas was no doubt fostered 
by the popular nature of the English theatre and by the 
influence of Marlowe. The moving from royal themes to , 
the world of ordinary life was indeed inevitable for the > 
English stage, divorced in spirit from the fettering restraint 
of classical rules and precepts. Arden of. Fcn)erjlmm ^ how- 
ever, marks the firs t_dirc.ct_break with trad ition ., and _tha.t 
break- takes.. tw.o _d.isiinctji.nes,. In the first place, there ' 
is a good deal of4)xose,mingled with its blank verse, and 
the verse itself is as close to prose as the author could bring 
it. The...whole._atmosp.here_of the play, therefo re, ewn 
apart .from .t he realistic theme, is brou gh t down from the 
lo ftier real ms of the earlier tragedy. The theme itsel f 
is the second important feature. We are here presented 
not Avith a story of revenge carried on in the Courts of 
princes, not wdth the doAvnfall of some imperial monarch, 
but with the somewhat sordid murder of a Mr Arden by 
his wife Alice. Nothing..co.u ld-haveJ3Een.inQr£-tliojoufihlv 
shockingJo.,an_.enihusiast-forJiie-xlassijcs, but we , looking., 
back from the tw entieth century, can see that herein lay 
one of the opportunities Avhich the English drama had of 
freeing itself from erfernal bonds, and of elaborating a 
perfectly novel type of tragic endeavour. . 

The work of one or two particular dramatists may also 
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be considered here, and first that of. Anthony Mund ay ' 
(c- I 553 “I 633 )> a peculiarly shadowy figure, who is slowly 
coming to his own. Very little of his work is known, yet 
Meres in 1598 st 3 ded him one of “the best for comedy” 
and considered him “our best plotter.” It is almost 
certain that his influence may be traced in many works 
which now pass under the names of others. Of his extant 
plays we have three in all : John a Kent and John a Cnmher 
(manuscript with date “Decembris 1596,” but performed 
.f. 1594), The Dotvnfail of Robert, Earle of Hnntingdon 
(1598; printed 1601), and The Death of Robert, Earle of 
Huntingdon (1598; printed 1601; written with Chettle). 
In addition to these we know that he had a share in writing 
Sir Thomas More, and two plays — Fedele and Foriiinio (c. 
1584; printed 1585) and The Weakest goeth to the Wall (c. 
1599; printed 1600) — have, the first with some evidence, the 
latter almost certainly erroneously, been attributed to him. 
^le chi ef fea ture in the three known plays is t he^rpm antic- 
^ atmos^ece, aiTdTllis lias'll certain modern critfcs to give to 
Munday probabl y more than his duc shai^ of praise as a 
'forer-unn er.oi,bnalv£spear.e^ Jo/in a Kent isThd^'aHlhter-"' 
esting~3rama, presenting as it does a thenie very similar to 
that given by Greene in Friar Bacon, and filled with the same 
romantic colouring . The two magicians, as in Greene’s 
pla}'-, work for the loves of Sidanen and Marian, and this 
is intermingled with low-comedy episodes, in which appear 
one “Turnop with his Crewe of Clownes” not unsuggestive 
of Bottom and the artisans of A Midsummer Night’s Dream. 
The two parts oi^obert, Earl of Huntingdon display the 
same pass io n for rpm ance._a,iid her e we__com£J:Q.4uiaiit£rest- 
ing_J[usi on of hist Qr-V-.ancLJ.Qlkloj:e. The endeavour to 
provide an historical background for the Robin Hood 
legends is of importance, and no doubt gave several 
ideas to Shakespeare when he came to write his history- 
comedies. With these plays might be noted two of a similar 
tone and atmosphere, A Pleasant Conceyted Comedie of 
George a Greene, the Pinner of Wakefield -{c. 1592; printed 
I599)j ^nd A Pleasant Commodie, Called Looke aboute You 
(c. 1598; printed 1600). The first of these has been 



THE UNIVERSITY WITS 


97 

attributed to Greene, but it is more probable that some 
episodes in the play were based on that dramatist’s life. 
The comedy is not well constructed, and verges, as do 
many plays of the romantic type, upon the sentimental; 
but the introduction of folk-elements with the characters 
of Robin Hood, Maid Marian, and George a Greene gives 
it a lasting interest. From the difference in style between 
the Robin Hood and the Earl of Kendal portions it seems 
as if a primitive Robin Hood play had here been worked 
up with pseudo-historical material and the utilization of 
some gossip concerning the University Wit. 
ilozz-shows a similar -mingling of history and fpl klgr^'^vith 
a n additional element of realism . Jn ,;many. diver se way.s 
the path was being opened _ud for. S hakesp earc- 

With Munday is to be associated Henry Ghettle . who, like 
his companion, wrote many plays (most of them now lost) 
in collaboration with others for old Henslowe. The only 
play of his own.tt^n has been preserved is The Tragedy 
of Hoffman or ARetienge for a Father (c. 1602; printed 
1631). This tragedy is well written, many of the scenes 
being couched in a vivid dialogue hard to forget, but the 
heaping of murder upon murder prevents the pla}'^ rising 
above melodrama. The conception of Hoffman, however, 
ferociously intent upon executing wild vengeance on the 
slayers of his father, and himself brought to ruin bj' the 
afiapna of his lovc for Otho^s mother, shows that Chettle 
bad-sorngidsa-aOIi^^ A somewhat 

similar tragedy is that of Albhonsits Emheronr of German^ 
not printed till 1654, but probably dating back to tlie 
nineties of the sixteenth century. On the title-page of the 
only quarto it is attributed to Chapman, but this most 
modern critics .„are .. inclined to reject; the Stationers’ 
Register entry of 1653 gives it to one John Peele, and 
probably because of this Kirkman ascribed it to George 
Peele. The drama shows well the-crnrle revenge mQt.i.v.es. be- 
loved by the audiences of the time, added -to pseudorhistorJca l 
iotecest. Alphonsus is a monster of vice. In the first 
scene he poisons his Machiavellian secretary, Lorenzo de 
Cyprus, and hints to the latter’s son, Alexander, that the 
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true murderers are to be sought in the Electors of the 
German Empire. By this means he uses the youth as a 
tool to further his projects. An attempt on the life of 
Richard, Duke of Cornwall, fails, b.ut the King of Bohemia 
is successfully poisoned. Hedewick, the daughter of the 
Duke of Saxon, and the bride of Edward, Prince of Wales, 
is ravished; her father stabs her, believing her unfaithful. 
One after another the enemies fall, until in the end Alphonsus 
in a moment of fear confesses his crimes to Alexander. 
The latter makes him deny God and then stabs him to the 
heart. H e ,r.e_t he elements of the horror tragedy are inte ^^ 
mingled with the reyenge themes populari zed 

The work of the other writers of this time may for the 
most part be neglected. William Haughtoi^ John Day, 
Henry Porter, Robert Wilson, and Samuel Rowley all 
left capably written dramas behind them; but none set 
his seal upon the dramatic activity of the age. ^^nglisJi-^ 
Men for my Money: or, A pleasant Comedy, called, 
JVoman will liaue her Will (1598; printed 1616), by the 
first named, is a bright comedy of realistic tendencies, and 
the same author’s Grim the Collier of Croyded^f'Or, The 
Devil and his Dame (1600; printed 1662 as by “ 1 . T.”) is^a 
v?ixiant. of , idK usuaLmixtures„p.t,r.ealjsm, 
and^mjgic. Even more intrinsically interesting than these 
is Da vJ!aJ-j'»7no;/r out of Breath (1608) : here the character 
of Florimel gives life to a plot of the romantic type and 
recalls once more the witty maidens of Shakespeare’s fancy. 
Day’s work extends well into the seventeenth century; 
but Henry Porter ’s only extant play, The Pleasant Historic 
of the tivo angrie women of Ahington (c. 1597; printed 
1599), is of the period Ave are discussing. This comedy has 
decided value because of the intense_r.ealism-oi-the..subject, 
and shows Porter in one way a4)reLdecessor_af-Joi3Son-in-t4ie 
realm_p.f_^atmc-_coniedy. Rob^t Alison belongs to an 
older and a different tradition. His right excellent and 
famous Comcedy called the three Ladies of London {c. 1581 ; 
printed 15S4) and The Pleasant and Stately Morall, of the 

1 This play is interesting also because of the fact that many scenes are 
written in quite passable German. 
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three Lordcs and three Ladies of London (c. 1589; printed 
1590) are quite clearly based on the old^r morality tradition, . 
and the_realistic humour in them is but a further elaboration 
of similar realistic scenes in the early sixteenth-century 
plays we have already glanced at. Sam uel Rowley is a 
more_shadowy. figure still. His one indcpendenr'play is 
When you see me. You know me~. Or the famous Chronicle 
Historie of Kmg Henry the eight (c. 1603; printed 1605), 
but we are aware of his additions to Dr Faustus, and his 
authorship of several later plays is known from records 
of Sir Henry Herbert. The strength and virility of his 
acknowledged work is remarkable; and from this Mr H. 
Dugdale Sykes has argued that RoWley is the main author 
of The Famous Victories, of the prose scenes in The Taming 
of A Shrew, of certain passages in Orlando Furioso and 
others in Wily Beguiled. The correspondence between 
mannerisms to be found in these plays renders the attribu- 
tion to Rowley highly probable.^ 

Alany lesser plays have here been deliberately omitted. 
An outline history such as this cannot hope to do more 
than mention broad tendencies Avith a few selected concrete 
examples; and enough has been said perhaps to shoAV the 
chief lines upon which drama was dcAreloping in the last 
3-ears of the sixteenth centuty. The audience A vas manl3% 
heroic, and broadminded ; and accordingly Ave find the 
d eA^elopment of hardier features than are to be discovered 
in the later drama. At the same time, c rudity in the pre- 
s ent me nt of tragic themes a n d vulgarity_in many of_tb^ 
comic. eijis.odej 5 _existed b y the side of hig h_thinldng and of 
b.eautif ul_ r_om a ntic noetry. A thoroughly popular theatre . 
Avill ahvays produce these mingled elements of rich artistry 
and of roughness; there Avill ahvays be in such a theatre 

On the other hand, there 
Avill usually be strength ...and-hopeuan d, courage : there Ayill 
be the freshn essL.arJsj.n,f;;^fi:nm_bxead th of outlook and of 
app,eal. It must be our object , in the folloAving chapter 
t o trace the rise oi-thi.s ea.r.lv drama tn a rulmir^ati’nn in the 

^ For a criticism of Mr. Sykes’ theory see W, W. Greg’s Two Eliza- 
bethan Stage Abridgements (1922), pp. 358-60. 
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hands of Shakespeare, and then to watch the gradual 
decline of the manlier ele nients^s Court corruption laid 
its palsied hand upon the keen virilit]^ of the sixteenth- 
century theatre. In doing this, it will be necepsary, first 
of all, to glance at the historical conditions governing 
the playhouses, and then to follow the fortunes of several 
of the most notable dramatic types. The analysis of 
seventeenth-century theatrical endeavour under the works 
of particular writers can end only in a certain confusion, 
for convention ruled, and the independence of the earlier 
drama soon gave way to a set of more or less stereotyped 
fashions in the theatres. 



PART II 


•THE ELIZABETHAN, JACOBEAN, AND 
CAROLINE DRAMA 

CHAPTER I 

CHARACTERISTICS OF THE PERIOD 
THE audiences AND THE THEATRES 

Historicai. Survey 

g"^I -IE seventcpnt1i_rpnti3r y. with the earlier portion of 
I which this chapter will deal, is possibly the most 

J|_ marypllons- pp nr. h .. England has ever witnessed. 

There is Anglo-Saxon literature from the seventh to the 
tenth centuries. There are Chaucer and Langland and 
the unidentified author of Gawayn and the Green Knight in 
the fourteenth. There are Spenser and the University 
Wits in the sixteenth. All of these are of great intrinsic 
importance; but no one single century has seen sjidjua. 
florescenc e— o f artistic genius as app ears in the works of 
Shakespea re, Chap m^. Dekker. Jonson, Massinger . Middle - 
ton , Webster . " Foi;d . and Shirley, to mention only a few 
of those who made the theatre glorious from 1600 to 1642. 
Hardly any century, moreover, displays such a variety of 
diverse moad p and tppf1pnfi|[»ff This period which stretches 
from the last days of Elizabeth to the time of William and 
Mary shows not only the best work of Shakespeare and his 
companions, but also the tremendous glory of the Miltonic s 
blank verse and the gradual diastening of poetry and of 
prose which reached a culmination in the works of Dryden. . 
It_ starts in_the full flush of rom antic enth usiasm and do^^ s . 
with the_estab lishment_nf rm^rept [;arpfn1-tienrr1ass,irJEm. - 
At one end it knew Shakespeare: at the p tbpr Vwew 

il^tween Shakespeare and . Swift is a deep chasm, at first 

ioi' 
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sight apparently without a solitary point of connexion 
between the one bank and the other. On closer view, 
however, it is seen that this chasm is bridged b)>’ innumerable 
links in a continued chain of development. There is, 
certainly, a chronological break toward the middle of the 
century in the Puritaii domination,, which extended from 
i6j2.to.i66o. Nevertheless, even this chronological break, 
serious as it appears, will be found to have exercised com- 
paratively slight influence on the development of literature. 
There are Puritan elements to be discovered in the early 
Caroline drama, j ust as there are Cavalier elements to be 
traced in the PuritanisnToO^iltom”” T66"stricran attention 
to chronolog}’’, indeed, may well lead toward a false con- 


ception of seventeenth-century literature, particularl)'^ of 
literature expressed through the medium of drama. A true 
realization of the development of artistic purposes in this 
epoch can be obtained only when the more precise data 
supplied by an historical study of the period are put aside, 
and t endencies, movements, modes _of th ought, are put in 
their stead. Perhaps no better method of delineating these 
tendencies and movdnents could be found than that which 
ma3' be called Jhe division by temperamen t. If we take 
t he Elizabethan s pirit, as exemplified in the works and lives 
of Spenser, SidneyTRaleigh, Drake, and Shakespeare, as an 
entity by itself, we find that .tl}^-J^avaller_sjm expressed 
by FletchCT and Ford and Shirley is no less independent, 
and that t he differen^s"betw j;en^33e--tW'G-ser-ve--te--prmnde 
U Q-lnt of view from which we may_ regard ,.the Jiterary 
activity of each. The Pmdta’njemperament follows, shown 
cieari}’’ in Milton’s later worfo and in Marvell’s; and that 
is succeeded by the temperament of the Restoration, seen 
markedly enough in Rochester’s lyrics _and Etherege’s. 
comedies, and itself leading by infinite gradations toward 
the Augustan or neo-classic mood of slightly later years. 
Not one of these temperamental elements is confined to a 
certain set of years, but if we take these as guides we shall 
find that by their aid we shall be able to classify almost 
all,- if not quite all, the writers and thinkers of the time. 

• The seventeenth century opened with the last years of 
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Elizab eth’s ' — reig H. She had unified England. She had 
made her country one of the chief of European nations, 
the colossal defeat of the Armada having for that time 
dissipated fear of any foreign invasion of our shores. She 
had made herself, moreover, the head of a national Church. 
Her rule, if strict against Catholics and Puritans who were 
in any way adverse to her system of government, was, it 
may be said, accepted b}' all. She was vain; she was 
artificial; but she was a diplomat, and slie was the symbol 
of England. The poets who sang to her those praises which 
she so loved to hear were in reality singing the praises of 
a'Mbion. 

Elizab eth d ied. in , 1603, and James VI of Scotland hurried 
down to accept her throne, altering his titl e to James , , I, . 
He was thoroughly unlike the preceding monarch, and in 
his reign there developed certain tendencies, partly due to 
his own management of State affairs, which were destined 
to be of extreme consequence before many decades had 
passed. The first and most important concerned the 
question_of djyine_ right. Elizabeth had been supreme, but 
she had alwaj-s known when to give way. James assumed 
her place with far more exalted ideas of kingly power, • 
bringing from Scotland all that fantastic philosophy which 
concerned the rights of kinghood and which was destined 
to bring more than one monarch of the house of Stuart to 
an untimely end. James, however, was almost the last 
person in the world fitted to keep up this role of flawless 
divinity. He had been gifted by nature with a clever 
but muddling brain. He was by way of being a pedant, 
acute and yet intensel)’’ foolish. Without real ability in 
kingship, without courage, without imperial grace, he tried 
to work with his wits to - consolidate and establish that., 
position for which he yearned. With him,, then, in. England!' 
grew up .this_ new doctrine that kings could do no ill; with" 
him too grew up that courtly_bo(i^of'men7ieis independent 
than the Drakes and Raleighs"*of a former period, who 
were to become the Cavaliers of the age of Charles I. With 
James’s abrupt cessation from all foreign wars the broad 
free^ air that had ' informed the life and literature of 
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Elizabeth’s reign began to vanish._. Literature anfl lif-p- 
grew artificial, courtly, more luxuriant, more immoral, mor.e 
i nsi dious, _a nd yet, in their own way, more gorgeous. The 
bare sinipl i.city-a n.d_noble tone of the Shakespearian, .tragedy 
degenerated into the florid beauties of Webster and Ford ; 
the charm of As You Like It sank into the heated. atmosphere 
of A King and No King. 

In all history reactions are inevitably to be traced when 
any marked philosophy of life or tendency of government 
makes its appearance, and the reaction to this new spirit 
is to be seen in the rise of de mocra tic Puritan sentiment. 
The Commons had been restive in Elizabeth’s time, and 
this restiveness had nearly broken out into active rebellion 
in the year 1601. Only Elizabeth’s diplomacy had, on that 
■■ occasion, saved the country from disruption. In James’s 
reign the dissatisfaction on the part of the Puritans became 
much more intense. The}' regarded his theory of the divine 
right of kings as a direct attack upon their political liberty. 
"They looked with undisguised abhorrence upon his High 
Church ideas, seeing in them tendencies inimical to the 
reformed religion. They despised his Court as a place of 
infamy, alien to all good morals. The absence of foreign 
wars fostered internal dissension; more and more men 
turned to the question of domestic politics, so that, as we 
watch the progress of history immediately after t he old 
Queen’s death, we can see the rift gradually widening — the 
Puritans becoming inc reasingly sever e, the Court rioting 
it in gayer splendour, Jn _mpre_wanton festivities, in more 
ornate religion. 

James was just sufficiently clever and died just sufficiently 
soon to avoid any serious trouble with his subjects; but 
he left a serious legacy to his son, Charks. The latter, 
wholly unlike his father, was a 'gSitleman, handsome, 

- debon air, and artistically inclined. More and more he 
strengthened the Cavalier tradition, gathering round him- 
self men of similar temperaments and kindred aspirations. 
In spite of his divine-right theories, his religion, and his 
artistic leanings he might well have made an ideal king 
for the moment. It is highly possible that, but for one 
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failing, his manners and his appearance would have won 
the hearts of all but the most soured Puritans. That one 
failing proved his utter undoing. He wa s completel}^ un- 
scrupulous in regard to political maUe^s, and when we add 
tlns~to~tlTie~^facts tliat'Iiis’^een was' a Catholic and that 
he himself was lenient to Catholics we realize that the 
struggle which had been slowly becoming more and more 
bitter in the time of James was bound to break out in 
deadly earnest. All through his reign he struggled, com- 
mitting mad and perfidious act after mad and perfidious 
act. In Wentworth and in Laud he surrounded himself 
with evil counsellors, alienating thus even those men who 
would otherwise have served him to the death. He struggled '■ 
in Ireland, with apparent success at first, but eventually 
with complete and abject failure. He struggled in Scot- 
land, raising there a hornet’s nest which was doomed to 
bring about his ruin. By 1642 the tide was full; the Civil 
War broke out, bringing victory to the Puritans ; 

Charles' him s elf we nt to 'jh'e scaff^ d'. The Puritan regime 
meant a rule of iron in England. The playhouses ^yere 
officially closed. All sort of ^erriment ceased. The wan, 
steel-set faces of 'tlieTC^monwealthmen turned from all 
gaiety, innocent and sinful, as a snare of the Evil One. The 
spirit of ‘Merrie England,’ however, could never be stifled 
in this wise, and murmurs of discontent are to be heard . 
even before the death of Oliver Cromwell, so that it was 
but natural that the reaction to the reaction should appear 
in the short-lived rule of his son, Richard. 

Chples II was recalled. For all those years, he had been 
living, an exile, with his devoted band of Cavaliers. From 
one country to another he had passed in idleness, wasting 
his energies in drunkenness and wanton festivity. With " 
his return the reaction to Puritan severity met with the 
abandon of these travelled Cavaliers, and all licence was * 
permitted. The play houses were thrown open ; immorality 
was opposed to the morality, of the preceding years; 
gaiety ■ took' the place of sadness and solemnity; careless 
abandon was substituted for restraint. The Restoration 
temperament, if so it may be called, endured for many 
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years. With the Revolution of _ 1688. and the gradual 
consolidation of anti-Catholic power there came toward 
the end of the seventeenth-century a certain chang e, mani- 
f^Jte(Lin--li-f-e~by; a ,F.Ql?3^fi ntjonal morality and a sobernes s 
of demeanour, in literature bv the forging of neo-classj c 
precept and example. 

So the tale goes on, movement succeeding movement, 
and reaction succeeding reaction. This rapid survey of 
the historical background against which the literature is 
revealed may help to throw into relief not only the main 
- elements going to make up the separate moods of the time, 
but also the continuity of tradition, a continuity of tradition 
which, in spite of all classifications, must be observed in 
the drama of the period. One example here may be 
sufficient. Beaumont the Elizabethan joins with Fletcher 
the Cavalier, and between them they invent a new romantic 
drama, itself based on Shakespeare’s earlier romantic 
comedies. Shakespeare is influenced and writes Cymbclin^, 
The Tempest, and The Winter’s Talc. Shirley a decade or 
so later feels the impress of the fresh style, and along with 
Shirley stands D’Avenant. D’Avenant becomes one of 
the chief figures in the development of early Restoration 
drama and hands on the tradition to Dryden and to the 
Earl of Orrery, with whom the romantic drama takes form 
as the heroic tragedy. This heroic tragedy mingles with 
the later blank-verse tragedy of 1679-1700 and is carried 
on into the eighteenth century. Thus are the movements 
of the time to be traced. 

(ii) The Theatre 

Before coming to an actual examination of the plays of 
the period covered by the years 1600 to 1642 it is necessary, 
in addition to the brief summary of the historical back- 
ground, to make an analysis of the main tendencies in the 
theatre and the audience. It is impossible, of course, to 
assume the existence of one set form oi- theatre or of one 
established type of audience during these forty 3'^ears; on 
the contrary, it is necessary here to trace the changes which 
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became gradually operative within the reigns of James 
and of Charles. The_tj3£atie-of-EU3abeth’s days was, .as 
jiap hppn ^ theptrp flip pp-oplp. Men .and women 

of all classes flocked to it, and as a consequence the dramatists 
had to please botli the nobility and the humbler citizens. 
There was a. resultant catholicity of appeal in the plays - 
of that time, adde d to^ genuine ~lTealthihess'_o f tone, a 
bro ader vision, and a rich, bombastic, poetic utterance'. 
At the same tim e, coarseness „a nd occasional vul garity are 
to be found in the "^dramas of the age, as well as a lack of 
unity in conception ^' The sixteenth century could give 
birth to the idyllic charm of As You Like It and to the 
crudest farce, to the rich bombast of Tamburlaine and to 
Titus Andronicus, to the cheap vaudeville puns of Romeo 
and Juliet and to the lyrical passion which informs almost 
the whole of that tragedy. 

In t he early seventeenth century a well-marked change, 
or seriek of changes, becomes evident in the theatre. Funda- 
mentally the actual, playhouses remained as before with 
the platform stage and the many medieval conventions 
which the Burbages and the Alleyns had inherited from 
the m)’steries and the moralities. Most of the principal 
theatres were built on the plan of the Globe, open to the 
sky and plainly square or circular, but alongside of these 
'public’ theatres there were springing up more and mor e 
of the 'private’ type.^ generally .rectangular, with rpo.fs 
and artificial lighting. These - 'private’ theatres, which 
before had been in the hands of boy-companies, came to 
be’..used ..by the regular players and led the way toward 
the introduction of the more modern type of stage made 
popular in the reign of Charles II. It is obvious that in 
these closed-in playhouses,- even in spite of the platform 
stage, ^scenery and primitive lighting effects could be 
introduced, and we may presume that the great develop- 
ments made by Inigo Jones in the settings of the Court 
masques were bound to find reflection in the ‘public’ 
th^tres. It is certainly symbolic that the first deaf 
references to the use of scenery in the theatres appear 
during the laat -vears-of-Ch arles’ reign an d that these are 
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confined to the ‘private’ type of playhouse. Thus in 1637 
Sjr John Suckling provides suits and scenes to the value of 
£300 for a production of his Aglanra at Blackfriars ; the 
same year Nabbes’ Microcosmus was performed at Salisbury 
Court with scenery specially supplied; and three years 
later, in 1640, the then Lord .Chamberlain defrayed the 
cost of the costumes and scenes for Habington’s The Qiieene 
of ArragoU; presented at Blackfriars. This tendency 
toward the greater use of the ‘private’ theatre and the 
corresponding tendency toward the utilization of scenery 
must be taken into account when we study the dramatic 
activity of the period. 

Perhaps, too, we can trace an even greater employment 
of stage spectacle^ than was apparent*TirTixteenH>centu^ 
dramas. Dumb shows. ^processions. and suchlike had been 
well favoured in the days of the University Wits, but they 
become even commoner in the seventeenth centur)^. In 
Massinger and Dekker’s The Virgin Martyr Sempronius 
enters “at the head of the Guard, soldiers leading tliree 
Kings bound.” ^ A stage direction in Act II, Scene i, 
of Massinger’s The Fatal Dowry reads “Solemn Music. 
Enter the Funeral .Procession,” and in Act II, Scene 3, 
of the same play we find “Hautboys. Here a passage 
over the stage, while the Act is playing for the marriage 
of Charalois with Beawnelle.” Middleton’s The Mayor of 
Qninboroiigh has many- dumb shows, as has even, such a 
comedy as Hey wood’s The Fair Maid of the West. So 
frequent did these become that the prologue to the latter’s 
The English Traveller declares that play to be strange be- 
cause tliere was 

No Drum, nor Trumpet, nor Dnmhe show; 

No Combate, Marriage/hbt so much to day 

As Song, Dance, Masque, to bumbaste out a Play. 

These dumb. shows, of course, as in The Fair Maid of 
the West, were utilized to explain dramatic events too 
lengthy or too tedious to put on the stage. ■ For this purpose, 
too, the old Chorus, which Shakespeare had employed, 

^Act I, Scene i. 
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■was made use of, as in The Mayor of QiiUiboroitgJi or as in 
The Fair Maid of the W-est, where Hey wood apologizes: 

Our Stage so lamely can expresse a Sea, 

That we are forst by Chorus to discourse 
should have beene in action. 

The old tricks of the stage remained almo st unchanged. 
Plays within plays were of frequent occurrence, sometimes, 
as in Middleton and Rowle)'’s The Spattish Gipsy, not with 
great dramatic propriety, sometimes, as in Massinger’s 
The Roman Actor, with exquisite effect. The example of 
Hamlet had itself been borrowed from an older tradition 
and aided in popularizing the convention. So, too, the old 
device of a girl dressed as a boy still held the boards. Still 
the actors all were men or boys,* and this device ma}' have 
made easier the task of the youths who took women’s parts. 
Shakespeare had abandoned the fre(|uent use of this stage 
trick by 1600,“ but others took it from him and carried 
forward its popularity. In three ways certain modifica- 
tions of this particular device show the tendencies of the 
time. It aided in the first place toward the . introduction 
of scenes of an indelicate character, foreign to the charm 
of As You Like It. Secondly, it. helped toNvard pathetic 
situation, as in Beaumont and Fletcher’s The Maid’s 
Tragedy, where Aspatia dresses as a boy and allows herself 
to be killed by the lover who had rejected her. Thirdly, 
it assisted the dramatists in their constant, search ..after 
novelty and complication of plot. Middleton’s ''T/?e Widow 
is a good example of this. Here Martia appears in boy’s 
clothes. As a boy she excites the passions of Philippa, 
who, in order to hide this youth from her husband, re-dresses 
Martia as a girl. Still further to cheat her husband she 
permits IMartia to go through a ceremony of ' marriage with 
Francisco. In the end the girl’s identity is re-yealed. In 
a similar manner, the 2nd Luce in HeyAVOod’s The Wise 
Woman of Hogsdon is paired off with Young Chartley. 
Immorality or indelicacy, pathos^ and the straining after^ 

^French actresses made an appearance in London about 1625, but 
were hissed out of the town. 

2 It appears, of course, in Cymbelinc. 
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mowelty will be found to be three of the chi ef _characteris tic§. 
of Jacobean and Carolipejit erature . 

The theatre, however, does not display to us so clearly 
the changes that were coming over the age as does the 
audience. ■ Gradually, year after year, the playhouses became 
the haunts of the courtiers. With the rift that was ever 
widening between the followers of the King and the Puri- 
tans, the former indulged in still greater amusement, the lat- 
ter refrained from those things patronized by the Cavaliers. 
Steadily the citizens left off attending the theatre, so that 
the audien ces were made up mainly of the courtiers and 
Cavaliers, along with a sprinkling of the riff-raff of men 
and women who won their livelihood by pleasure and 
gambling. NcLJonger-did-.tlie-theaJxe.,express „the feelings 
of the_people-.of— England-, --it—was—r-apidly—becoming-Jiie., 
exclusiye.pr,oper;ty_of_an.aristocratic-cliquei. The dramatists 
found as year succeeded year that they had to write for a 
new taste ; more and more they loo ke d to the Court. 

(ill) The Reflection of Contemporary Conditions 
IN THE Drama 

This new taste and its consequent effects upon the 
dramatic literature of the time had various results, and it 
may be well here to summarize briefly such as seem to be 
most exemplified in the typical dramas of the early seven- 
.teentli century. 

^ We note, first of all, z l certain new criticism, a more 
l:efined _jn 4s^6^t of dramatic methods. leadin g,_ultima-telv 
to war jd: ^r better, technique. After i6oo._t he— o ld chronic le 
history "Hrsa p pears” A fm writers, such, as Shakespeare, 
.who had been brought up on the older traditions, might 
still retain some of its forms, but fundamentally it was 
replaced by something new. It cannot be regarded as a 
mere coincidence that Ben Tonson with his n eodclas sjcism 
madeJiis^appearance iust on the brink jD i„.tb.e.jo.e^v_centur.v. 
His style, independent and individual as it seems, was in 
accord with the spirit of the age. In.,£p.medy- S panish 
j;ntrigu e-with the complicated plots a lways associated with 
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that dramatic genre, led to a more el aborate and skilful 
Strjictiice. In tragedy v ery little tli at waj so amorphous 
as The Spanish Tragedy or as Tamhitrlaine was written by 
the dramatists. Even Shakespeare, who in Antony and 
Cleopatra and in King Lear showed his indebtedness to 
former styles, displayed in Othello a very model of fine 
technique. Some of Bea u m.Qnt_. and F letcherls plays may 
appear to be carelessly constructed, but in the main their 
tragedies and comedies, however lacking they may be in 
deeper thought and higher purpose, are seen to be built on 
well-established lines . Massin ger has a skill in construction 
■that is well-nigh marvellous. Obviously the most difficult 
part of a play is the exposition, and it is in the more s kilful 
e xpositions^ of seventeenth-century dramas that we note 
most clearly the growing power of the play^vrights. 
Middlet on and Rowle vis T Jie_Spcn nsliJ^ipsy is as typical as 
any, with its nervous opening dialogue bringing the audience 
at once into the very midst of the plot. Or else one might 
take Middleton’s IVoinen Beware W omejt . QXid observe the 
subtly conceived conversation carried on by Leantio, 
•Bianca, and the Mother, conversation carefully designed to 
introduce the spectator to the action of the piece. Very ' 
rarely do we discover, the hopelessly artificial first scenes 
of many of the earlier tragedies and comedies. 

Against this more correct taste must be' place d, a tendency 
i n the audience which led tow are f^weak dramatic, close . | 
These new courtiers who made up the bulk of the audience . 
were more fflervated than their predecessors had been, 
and accordingly, in tragedy especially, they had to be kept 
stimulated by a continual series of thrilling events. It is 
perfectly true that horro r_elementsjnake their due appear- 
ance among the plays of the University Wits. The danger 
of generalization is shown by the fact that ,Prpfessor 
Scj hucking a ccepts these horror elements as distinctively a 
c haracteristic of the earlier drama, ^ but there is, it seems, 
a^^ditterence between such elements as introduced in the 
sixteenth-century tragedies and similar elements in seven- 
teenth-century plays. The-ca rlier Elizabethans c ould heap 
^Character Problems in Shakespeare’s Plays (1923). 
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horror upon horror in the best approved manner, so that a 
tragedy like Titns Andronicus became one long tale of horror 
and torment ; bjLitJn.J:he^seymti?eilth_i:_e^^^^ 
increased love of thrills, not necessarily thrp.ugho.ut^e 
whole play, but in .. stress-positions -wit hin the nlav . Thus 
many of the dramatists seemed t o find -,a _difficult\L..oyjer 
the ir last acts,^ Commonly in their dramas a great c r isi s 
comes at tl]e_end jjJL Apt JX j)nJy_tp^be„p,arallj^^^^^ ^by^anotigr 
at the close^p.f Jhejdrama. In Fletcher* s Valentinla n jEcius 
and Pontius commit suicide at the end of Act IV, Valentinian 
is poisoned in Act V, Scene 2, and Maxi’mius dies at the 
conclusion of the play. Massinger’s The R oincpy^ciDr has 
the thrilling death of Paris at the close of Act IV and the 
death of Ceesar at the close of Act V. The. Virg in M a rfy r 

Mass inger . and,Deld<er shows us the murder of Calista 
and Christeta in the midst of Act III, the martj-rdom of 
Dorothea and the death of Antoninus at the end of Act IV, 
the torture and death of Theophilus at the close of Act V. 
All through these plays t lie dramatists attempt to fire the 
^ 4 i.e^.ce.,^yith-..suspense.,vthey construct their tragedies on 
rjthe plan of a series oi^exciting episodes, an d const'ahtl y 
• ^^^^ y ’HKeaFridairJdeyic'es, ...bptlllgobd^ . for^y 

purpose of arousin g ,attenti qiO %he„hpxi:oi:$4j;h£._p.Qisp,ned 
pictures, the drmking-(:ups.4naae_p.ut. pf^skullSj _thps^e^ d.eyi^ 
made so familiar by Webster and Ford and Tourneur, are 
all manifestations of this aim. Fletcher’s Valentinian and 
Pley wood’s The Rape of Lucrece are f oundejl jon_abductLQj3ji. 
Torture is presented on the stage in the first of these, as it 
is also in The Virgin Martyr, where Dorothea is beheaded 
i coram poptilo. In Middleton’s The Witch-2, wife is made by 
liter husband to drink his health out of her father’s skull. 

Not alway s , however , did the .sp ect ators desire to g o away 
with final horrors in their minds, and hence we find,^ along- 
si de of th js_Jtragedy_of__ torment^ th e arising ofl^ ^pecuirar 
form., of >..tragirComedy. typical • oT this a^ '. In tliis f orm p f 
tragi-com edy torment _a n d horror hover_jn- the .airy but are 
finally dispelled by „an_ajctificiaL.close. ’ The_W itcli^ men- 
tioned immediately above, is a marked instance of this. 

■ The ghastly fancies of the husband lead the wife to attempts 
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at murder. She thinks she has succeeded, but, finding that 
i:e is not dead, returns to his grace again. In the same 
author’s The VVido-iV, Francisco, going to commit adultery, 
is suddenly and artificially struck with repentance and 
retires. So in The Spanish Gipsy, by Middleton and 
Rowley, Roderigo, who has violated Clara, has a sudden 
attack of conscience and marries her. This wea k tragi - 
cornedj:„ob,\:iousiy-.generates_ialse_ psychology, and .artificial 
constructioji. Its man}' evil influences must be carefully 
borne in mind while we note the improved technique of 
the seventeenth-century dramatists. 

Thi^ debility which was thus creeping upon the age, 
exemplified by both the last-mentioned tendencies, is further 
apparent in the interest which dramatists and spectators 
took in t hemes of incest.^ FordJs probably the best-known 
playwright” 'iii this connexion, but he by no means stood 
alone. Mid dleton in_. H{ojnen_Bezc'are-JV omen has written 
a particularly objectionable drama on these lines, while 
many plays, such as Beaumont and Fletcher’s A King 
and No Kina , treat the subject romantically. In the 
last-mentioned drama the audience is kept in suspense 
because of the love of the King, Arbaces,, for his sister, 
Panthea. Tragedy is averted only when it is discovered 
that .Arbaces is in reality not the true king and Panthea 
not his sister but the rightful queen. Love, particularly 
passi onate, a ndj llicit love, has come to dominate the mind s 
p_f tlie playwrights and of the audienc ej, pnyelty j 's „ aimed 
at;-.and..aE,means-jirOakeru_t0L,p.riadde__cach_.dr ama widi 
thrilling ...episodes^.hQ.we.ver....ai;tifi.cial— and—unnatur al they 
may-ber« 

By the side of t his degeneration of moral tone t here is 
apparent in the audience cf the seventeenth century an 
increasinp- jnvp of. pathni^ and of . what may be called sent g- ' 
nientalism..^ Only a few writers of the period, such" as ' 
rie ywood in The En glish Jrxavdler. can present beautiful 
pictures of upright honesty; the rest sink to carnab images 
and suggestive sensuality. A lowered moral tone, however . 
d oes not by any means signify an absence of se ntimentali sm . 
T^.e^cher sentimentalism of the eighteenth" century grew 
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into being in the midst of a hard-drinking, sensual age, 
just as this of the seventeen th centurv_.r.ose^.alonjg:side.Jhe 
illicit loves of the Fordian drama,an(l.thej:oarse imaginings 
of Killigrjsw--^ Middleton’s The R o aring ^Qjrl is thus full of 
sentiment. Moll is made impossible, because the authors 
were striving to present a wholly idealized view of her 
character. The duel in Middleton and R o wley ’s _ A_F_a^r 
QiiciTXel^s exactly in the style of Steele a century later. 
The noble-minded bandits in Massingeris_T/ig- Guardian 
remind us of the similarly magnanimous vagabonds of late 
eighteenth-century dramas of sensibility. This sentimen - 
t alism. be it noted, frequently takes two forms . InjDjtje 
wav it may be ^regarded , as t he_genuin^attempt...oi-.the 
humaner dramatists to stem the curren^ of ^immorality, 
callousness, and corruptio n j in another a s_ . t he ^ m^i^e|t 
Dandering--to_an...audience-intent_up on novelty, and eage r 
to acce pt anything which might se rve _tO—wbe£.th eir, j adetj 
appetites*. Along A vith se ntimenta lis m always goes, pa thas<a 
that strange emotion ever to be appreciated yet exceedingly 
difficult to define accurately. Pathos, it may be said, is 
the wea ker Jorm-oiJlieL-tragic. The latter is heroic, leaving 
in the h ea rt, someth in g inexplicab le that is above tear s. 
Patbo.s_-is, always teaf-compelling, and ^arouses a mood 
vveakeiuandjess..npbiejhanj:hat .maj esty and awe associated 
wdtIi.jdieJiigIiestJ:,i;agg^. It must, of course, be realized 
not only that there are two forms of path os, but that 
pathos ma y_pla:K-an. im portant a nd -vitaLpartJa-th.e_. greates t 
forms , of .tragedy. The scene when Lear wakens to discover 
Cordelia bending over him is indescribably pathetic, yet 
the whole of King Lear breathes the spirit not of pathos, 
but of terrible majesty. Xl3^€u4)affiQs.an-..cmly;_t^^ 
IacQbean-.and-.CarQline...dramasJs...spr.ea d over all the scenes 
md all the cha racters.. The true form of pathos may, a t 
t imes, come near to the highest tragic expre ssion, as in 
Massinger and Field’s The Fatal Dowry 6f~ih Hej^ood’s 
A. Woman Killed with Kindness, but that form of the mood 
usually to be discovered in this period is the fals e_an d.. the 
arJificiaL The dramatists employ every means’ illeg itimate 
as well as legitimate, to stir the emotions of the spectators 
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and_tO-present before them ..something of novelty. So we 
find the wholly false pity s ummoned forth by Ford and the 
painful attempts at pathetic situation^ade by Shirley and 
CA’en by Webster. The old heroic atmosphere visible in 
Ojf/iX//jO'JsJia?^.-£p^jscpy.e£Jn_theJxagedies,producecLJbetween 
i 6 io_aiid-j, 642 . 

With this debility g. j rPrtaitL-3.v.gal:npg < ^ tn tbp p owfir 
of character iza tion— another feature due to the desires of 
the spectators. ^lore and_more situ ation was bein g relied 
on. .rather tlian_chara cter,^ and _tli_e_efnphasis upon situation, : 
added to th e, artifi ci al cha nges pf_mo.od. made necessary 
by the treatment of the dramas of the time, removed ^ 
altogether -the„possibilit\:-of„secur.ipg-such-finelv_de yelop ed 
individual_£gures....as-appear~in-.earlier^plays. In comedy 
Ben . Jonson_pppularized ,the_*Jiumours,!,s.tQc k. .figuff s,, o f n o 
definite perspnalit):.^ In tragedy we meet with hardly 
^\i:hing save the regular, conve ntionaliz ed stock ty pes. 
^he ...headstrQng,.mopaxda is a favourite character of this 
sort, exemplified by Arbaces in Beaumonf*and Fletfjher’s 
A King and No KinYhid by Dioclesian in Massinger and 
Dekker’s The Virgin Mart^'f. ' ^he lustful tyrant is another ; 
he appears in Fletcher’s^^'o/cntniiow and The Maid’s 
Tragedy, and in ^lassinger’s Tl^Roman Actor. In these 
tragedies, too, there is always a_prp,deter|ninedJheo?, often 
a husband, and with him th e 4 lievitable heroine , either 
sinning or sinned against. As a foil an^onfidant to the 
former we are usually presented with *a fai tlidulJEr ien 4 .» 
who is most commonly outspoken, WuntT^ and sincere. 
'Mardoniu^in A King and No King, Itomont in The Fatal 
Dowry, Aretus in Valcniinian, and M^ntius in The Maid’s 
Tragedy are all characters drawn after this set plan. Add 
to this the sudden and wholly unpsychological revulsion s 
2ijP]iaract.er„ which mar the majority of these dramas and 
we realize that there could be no poss ible delving into the 
dep.thsj3.f persoDality_sucli-as-w,e^d i n lahakespeare . ' ^ 

So, too, with the .. themes . o f the plays themselves. 
Artificiality and noveltiL came rapidly to count for more 
than anything else. Comedy^ for a time was saved be- 
cause of the realistic settings, but even those were being 
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conventionalized through the influence of Spanish intrigue. 
As for tr agedy , we find that ever more and more romantic 
plots came to be employed. There was a regular run on 
Roman play^_usually set in the time of the Empire; and 
an equally popular run on tragedies the scenes of which 
were set in the Courts of Renas ce nce Ita ly. More impor- 
tant are the plays where for locality is. selected yme wholly 
impossij^ Sicily or Moldavia or kingdom of the East. The 
audience loved those scenes, because they spoke o f an idea l- 
ized realm not far apart from Arcadia ; strengt h b e i] ri g_l.ogt, 
they could not bear .to _^vi^ness„the^ tra gedy..o.Ldail v life ,. 
^^r^jThese spectators, bound, up in their own affairs, naturally 
desired, to a far greater extent than the Elizabethans, the 
introduction of p olitics into the theatre. ^ Many of the plays 
of the time contain references to current events and t o 
contemppraix„,cond.itions. Most of the dramatists were 
servile divhio jure royalists, and they delighted to flood 
their dramas with the most loyal of sentiments. A few . 
such a s Chapman, and. Massinger, preserve an inde pendence 
of judg ment, but the majority follow the lines set dowp,^ 
^v Bea umo nt a nd .Hletcher., In The Maid's Tragedy, for 
example, Amintor, hopelessly betrayed and wronged by his 
king, feels that there is no possibility for him of revenge. 
The populace were ridiculed on all sides, so that the stage 
increasingly divorced itself from the only audience that 
can make for a great national theatre — ^the people. Even 
a man like Massinger, vigorous as was his criticism of con- 
temporary affairs, succumbed to the usual theories. He 
presents Diocle sianJnJC/ze- wrongly, 

just as he presents Robexto. in The. Maid of_ Honour, but 
only on the advice of his evil counsellors. Probably, with 
sharper vision than the others, he saw the way affairs were 
tending, and desired to warn Charles against the Went- 
worths and the Lauds. Still, for him a king was enhaloed 
with a divine glory, and the ideas of the commonalty were 
anathema. 

■' This political element which is to bis traced most clearly 
-in tragedy is paralleled by jdie-r-apid--g-Powth of .satu :e.Jn»g> 
/comedy. In the years before 1600 comedy had been 
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boisterous, as in The Taming of the Shrew, or idyllic, as in 
y.s Yoii Like It. After 1600 several circumstances tended 
to lead it in other directions. Poetical satire in the hands 
of Marston, Donne, and Guilpin taught men a medium 
which had been lost since Roman days ; and t he age was ri pe 
fnr satire- A courtly age, an age when creative power is 
decaying, when civil abuses are rife, and when the audience 
or the reading public is confined to a small clique, will 
always produce satire. In isoS a npearecLthe fi rst extant 
w ork of B en_lQnsoiL-and-Ji3nsQnls_con3edv^js..,essentklly 
s atir ic. Henceforth, Qoiioed.}LJivasJ:Q_take_.tvi:ojmaia-liaes 
of-_dey.pJppmpjnt— the one satiric, and the other purely 
romantic. The latter borrowed from tragedy a great deal 
of its spirit, and merged imperceptibly into the prevalent 
tragi-comedy. The former remained prevailingly realistic . 

Jqnson^s !hiimniirs* _ are abstracts of _the__ a£[,c. jSigmes 

symbolizing t his or that type of man, or this or th at-cor- 
ri^ption oi the time. C^edy thus poured scorn on the 
Pjinmnsi IT attacl<Sd"Tlir"‘jcaaxgi;;p’ as in Middleton and 
Rowley’s A Fair Quarrel. It hit out at the nonveaxLV 
riches, as in Massinger’s A City Madam. It ridiculed the 
CQn<;e,iXecL-fQP£n in The Maid of Hojionr; the__ milif es 
glpriQsi, as in Every Man in his Humoxir; theJUniyersity- 
bredjprils, as in Heywood’s The Wise W oxrian of Hogsdoxi 
and IMiddleton's A Chaste M aid in Cheapside. Everywhere i t 
spr.ea.dJtsja£tJxL.caJ^f.h,JJipJ[dh>..s-and,the-Adc^ fime . 

In this, d evelo pment of satire it was but to be e.xnecte d 
that thejdial o.gue of plays should become more natural an d 
lifelike, and this tendency toward greater^ realism in l anguag e 
is a ma r ked feature in almost allearl'^ seventeentlT-^ntur y 
drama. In comedy the endeavour affected the scenes both 
for good and for evil. Obviously one of the readiest 
methods of securing the realistic effect was the introduction 
of slang terms and of . barbarisms . Jonson used the “philo- 
sophical” cant in his The Alchemist, the cant of the Puritans 
in Bartholomew Fair. ’ Middleton and Rowley’s A Fair 
Quarrel has pages of “roaring words,” and Dekk^er ’s portion 
of The Roaring Girl abounds in “Alsatian terms,” the dialect 
of thieves, already used, though 'sparingly, by Shakespeare. 
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The result was a_c onsiderable brightening of comed y, for 
dialect of any sort is an unfailing tool in the hands of the 
lighter dramatists. On the other hand, the lengthy use 
of an unknown, or approximately unknown, dialect will 
inevitably become wearisome ; and its effect, moreover, 
will disappear as the centuries pass by. There is something 
of this mon otony in Jonson’s plays, felt even in spite of 
the genius and vivacity of the author; and when we turn 
to other comedies by less talented writers we see that a 
vast number of them may be read now only by particular 
students of the period, and then not without the assistance 
of a body of explanatory notes. A complementary develop- 
ment is to be witnessed likewise in the verse of the more 
serious dramatists. Shakespearels-blank , verse was always 
the b lank verse of .a.„poet.. He was often obscure, a lways 
lyncal,__ alwa^^s impassi oned,^ ^ In^^pntrast to this typ e 
of dramatic jiialpgue, _ whic^^ Shakespeare shared with, or 
inherited from, the writers of the sixteenth century, w-e-may 
place. the blank... verse.,, pf Fletcher and his , .companions. 
With the exception of a few writers, of whom Ford is the 
chief, we find that there are practically n.Q^.dramatist s of 
the., later . period who utiliz e t his lyric^ utterance. The 
Restoration critics were right when they declared that 
Beaumont and. Fletcher jyrote a . .cour.tly„language— wrotte, 

that” is to say, as., courtiers ..might- speak ^T he y er se _o f 

tragejv and— of-J:ragi-:ComedvL lost. .its distinctively poeti c 
rJiythQi. It abandoned,..to ..employ .S.ymondsI jnetaphor, tl ?p 
pitch of_ poetry. The consequence is that if we read the 
dialogue of any of these pla3^s, we seem to be listening to 
the^extremeljr . elegant_w.or.ds.«pf, .a.^fine speaker, not to the 
rhapjodies..of..a .poet. 

If we bear in mind these various aspects of early 
seventeenth-century drama we shall have gone far toward 
diagnosing the whole of the theatrical activity of the time. 
Individually diverse as the playwrights were, they formed, 
as Schlegel realized, a ‘school,’ so that the works of any 
one member of that school are much nearer to the works 
of any other member than to the works of a writer living 
before 1600 or after 1660. 
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(iv) The TiIaix Types of Drama, 1600-42 

Most of the chief tendencies of the dramatic literature 
of these forty years have been outlined above, but the 
scattered references may here be gathered together and 
summarized afresh. To this period belong the greate st 
works of Shak es peare’s genius. His only true tragedy be- 
fore I Coo, if we except the history pla)’s, was Romeo 
and Juliet, admittedly a youthful effort. Only after 1600 
did he write Hamlet, Lear, Othello, and Macbeth, along 
with the series of Roman plays, Julius Cccsar, Antony and 
Cleopatra, and Coriolanus. The Shakespearian tragedy!; 
therefore, must be accounted one of the principal forms 
within this period. It must, however, be recognized that 
Shakespeare was not followed directly by any other write r. 
!Many caught echoes of his language; several copied his 
characters; a few boldly imitated scenes in his plays; but 
there was no one who ca ptur£d-the-JxemepdQ.us_sni rit of 
hi s effort s in tragedy,. Shakespeare, after all, was an 
Elizabethan, and the age was passing' beyond the mood 
of earlier times. The hor ror -traged y, particularly of the^ 
more decadent type, thrilled the audience, and ^tragi-comed y 
came with its world of impossible romance to charm weaker 
minds and weaker eyes. These are the typical genres of 
serious drama during this epoch. As if in opposition to 
them, on the other hand, are the many tentative experi- 
ments in djomestic dra ma. Arden of Fever sham led the 
tvay, and He3^vood gave the seal of artistic perfection to 
the t3’pe in The English Traveller and A Woman Killed 
with Kindness.- The domestic drama, however, was never 
very popular, and died away until it was revived again in 
the eighteenth centur3\ 

In comedy sim ilar movements are traceable. The tragi- 
comeSviFO lr^antic, , ca^t;^ had its unquestionable influence 
on the minds of the comic dramatists, and Spanish intrigue 
came to usurp more and more attention. T j ie.-, , Sp ^njsh 
dr ama^tyas ma gnificently fitted to appeal to the ages of 
James arid of_ClTarl«. T[Jn 3 eFXdpe”de Vega and Cald- 
eron it had won a supreme place in the world of art. 
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More a nd more the Court was looking to Spain, as the old 
feding which" had risen to white heat in the days of the 
Armada passed away. The Spanish comic theatre was 


distinguished by three characteristics : the romant ic— tonee i 
which frequently enveloped the more serious scenes; the 
i nsistence upon intrigue, or action, at the expense of th e 
characte rs.;^ and the ai r of aristocratic gallantry en-^/^i 


gendered, in a strictly monarchist country amid conventions 
of a late stage of civilization. All three appealed to the 
English playwrights and spectators. Here they foun d 
the courtly air, the atmo sphere of assignations and intri gues , 
the slig ht,colouring of roma^ itic se nliment , for which they 
pin,e.d- With -Fletcher the Iberian c omedy was popularized 
in, England, and was destined to run its course well intoThe 
eighteenth century. Th e comedy of intrigue was some- 
timesjiealistic in,.cl'iaracter-,“more.commoniy_o.f.a fashionable 
arti^icia^it3^ Realism was more definitel y en couraged by 
Ben Jonson, who, with his comedy of humours, endeavoured 
to establisK more correct standards in the London theatres. 
In many ways this realistic comedy may be related to the 
domestic tragedy of the Arden of Feversham type, for both 
aided in keeping some measure of common sense in the 
theatre. Romanticism and intrigue were rapidly leading 
t oward _exagger atjon o f effect and artificiality of psychp - 
lQgical_delineaiionj,Jhjune^istjnoy£ment„^^ 
th e eves of the dramatists intent upon c onternporary Londo n 
aii_djts..cliai:actets. 


Besides these main theatrical traditions, which constantly 
mingle one with another, there are, of course, to be traced 
many other peculiar forms of drama which ma)'’ hardly 
be classified into distinct groups. The revenge play, as 
developed by Kyd in The Spanish Tragedy, had a successful 
career in the seventeenth centur)^, but may be considered 
along with t he horror trag edy.— ^ Several serious dramas 
by Massinger seem to stand in a class by themselves. 
Beaumont-and Fletcher’s The Knia ht-jof^heJBjirjw w. Pes tle, 
marks the development of a new= form, t he dramatic 
b urlesque. A few attempts were made a tjd 3,ssica Ltragedy . 
A minute examination of these independent plays will serve 
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to show the immense variety in the theatrical activity of 
the period : but for our purposes in this volume, in order to 
gain, as it were, a bird’s-eye view of the chief developments 
in the drama from myster}' play to modern tragedy and 
comedy, it is necessary to bear in mind the larger and more 
outstanding dramatic tendencies of the age. 



CHAPTER II 


ROMANTIC COMEDY AND ROMANTIC 
TRAGI-COMEDY 

':.'"'The Romantic Comedy of Shakespeare • 

O UR analysis of the development of drama has 
already covered the work of the interlude writers 
and of the University Wits. Chronologically this 
survey has carried us to the end of the sixteenth century, but 
so far nothing has been said of Shakespeare’s endeavour 
in the world of dramatic art. It is imperative now to re- 
turn to the eighties and nineties, when Marlowe, Greene, and 
Kyd flourished, in order to view the dramatic work of 
Shakespeare in those years. 

The career of Shakespeare is so well known, so much 
attention has been paid to his own life and to the circum- 
stances in which his plays were written, that little space 
need be taken here with mere matters of fact. His dramatic 
work started, as all critics are agreed, with Love’s Labour^s 
Lost, and from the date when this was produced up to 
1600 he had written over half of his extant works. Of 
these dramas several are histories, some of this type being 
pj3rely,.tragically conducted, as Richard II and Richard III, 
some m^nly comi cally, as Henry IV. There is, besides, 
the single lyric^tragedy of his early years, Romeo and 
Juliet, one “or two farcical_jDX--r.ealistiCw^ The 

Taming of the Shrew and The Merry Wives of Windsor, 
and, finally, the-jarrav. o f r9manti&-comedies. Jnduding T,he 
T^oJSe)ille 3 nen.,ofJ^er<?na,lA~Midsiaiwier-NdghtlsJDj’jexim, 
As.y^Ur-Isik€~Aty~TwelfIli-HIght,jMucJi,,AdoMhmit.HMhing, 
and TJi/>J\I er chant of Venice. It is with the last group 
that we are concerned here. In^ writings Jliese , he was 
obviou sly influenced deeply bv Peele. Greene, and L viv. 
The precoci ousness of Love’s Labo ur’s Lost shows c l e a rly 
the inHumce of the lasl;jRosalind--is-^~ehiW’Hof-GTreiieV 
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lost j c. 1 590-1; printed ikqS I is a tyro’s play . It is full 
of puns, of ridicule, of satire. The youthful country actor 
and poet, from the height of his inexperienced wisdom, 
looks down with amused contempt upoiythe exaggerated 
fashions of his time, upon the impossible academies which 
‘Italy was introducing all over Europe^. / Love’s Laboufs Los t 
i s a c le ver play, bu t J t is not great . Its s tructure is artificial 
and^edianiGal, much of its hu mour decidedly su perficial .^ 
&Jia Two Gentlemen of VetLQ Jtia^Cc. 1591; printed "1S23) 
alread^O Sjfeg5:^3itg5pe ^ Julia and Silvia we first 

meet that pair of heroines immortalized later in Rosalind 
and Celia, Portia and Nerissa, Hero and Beatrice. So 
similar do these pairs of girl figures seem that we are tempted 
to believe that at this time Shakespeare had in his .company 
a couple of boy actors, one taller than the other, one more 
serious and dignified, the other more impertinent and 
vivacious. In studying Shakespeare’s dramas we must 
always bear in mind the fact that this poet, independent of 
time and place as he may seem, was an actor in a particular 
company, intent on writing successful dramas and inevitably 
creating his characters with at least a slight thought of the 
particular playerp who were to impersonate them. In this 
comedy, too, we meet that, pair of clownish servants, like- 
wise with kindred characteristics, called here Launce and 
Speed, renamed, later as Old Gobbo and Young Gobbo or 
Dogberry and V erges. Surely here once more Shakespeare 
was thinking of two comedians in his own troupe. The 
Two Gentlemen of Verona shows great advance in char.a.ct£r- 
ization, b ut in stru cture_it_rem ains son ie\riiat.ji£chanical 

and artifi cial. Shake^e^e^^^far has been abl e to secure. 

i^i comedy neither depth nor organi c un Tty. N A Midsommer 
m pHts dr.eaWe ~'Ci'^^l-^ printed 1600) introduces us to 
the r icher develonment jn.f There is . 

magnifi cent_pn|fiy here, wherein the author has got beyond 
the mere description of the earlier dramas and reaches a stage 
where imaginat ion transf o rms the whole of the natura Lw.orid. 

'^Love’s Labour’s Lost has been usually assigned to the 3'ears 1590-1 
and regarded as Shakespeare’s first play. Recent criticism, on the other 
hand, has tended to establish the date of production as 1593 or 1594. 
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^And neuer since the middle Summers spring 
Met we on hil, in dale, forrest, or mead, 

By paued fountaine, or by rusliie brooke, 

|Or in the beached margent of the sea. . . . 

Passages such as this leave t he meticulous enumeration o f 
n ature’s beauties .iarJ3.eliiiid. The profundity of this play is 
seen further in the development of a certain mystical or sym- 
b olic note which is ever apparent m the works of Shakes- 
peare's maturit}' and which reaches its culmination in the 
famous address of Prospero toward the close of his career. 

’ These things seeme small & vndistinguishable. 

Like farre off mountaines turned into Clouds, 

says Demetrius, and Hermia answers him : 

Me-thinks I see these things with parted eye, 

When eueiy things seemes double. 


This note is intensified too in some of the last words of 
the play, where Theseus, commenting on Hippolyta’s ridicule 
of the “Pyramus and Thisbe” playlet, utters what might be 
regarded as a veritable defence of all the romantic drama: 

The best in this kind are but shadowes, and the worst are no 
worse, if imagination amend them. 


Shakespeare’s immense advance in stag ecraft, is fully to • 
be witnessed in this play. -Thp__cnm plipater1 pi nt with its 
subtle and careful unravelling displays that at last he has 
coine to the maturity of his powers. Here he is no long er 
the tyro, but a master of his craft., ..TJu&-.sense-.of-power ’ 
is. tQ..be t raced in all the othe i^romantic comedies. Yo u 
1599-1600; printed 1623) shows it clearly. 
Taking his material from Lodge’s Rosalynde, or EupJiues 
Golden Legacy,^ Shakespeare has here reached the .s timmit 
ofJiis_.putely-j:Q mantic_ .art. ^ The. stpjy is well told, and. 
the characters of.Jaques, Rosalind, Celia, and Touchstone,' 
stand" out, full}’- delineated, as even the persons of A Mid-< 
summer Night’s Dream fail to do. Th e gent le mel ancholy 
of the piece, intensified by the only half-satiric presentation 


1 Published in 1590. It has been reprinted ' in ■ the “Shakespeare 
Classics,” a very useful series which provides material for the study of 
Shakespeare’s sources. 
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of the professional melancholic in Jaques, added to the 
pastoral charm of the Forest of Arden scenes, has made 
this, and rightly, one of the most prized of Shakespeare’s 
comedies. what you wilL^c. 1600 ; printed 

1623), for the plot of which Shakespeare has gone to a 
tale told in the Arcadia with suggestions apparently from 
an Italian piece called GV Inganmti (1537), ca rries on t he 
sa.me trad iti.on-^^LLtb. perhaps, a trifle more of hilarity and 
• boisterous humour. -.Touchstone is called to life agiiin in 
Feste, Rosalind and Celia in Viola and Olivla.^- ^he sym - 
b olic song s, such as “ Blow, blow, thou winter wind .” which 
had addedToTtliFHiafm of As You Like It, have here been 
reproduced in “O Mistress mine*’ .and “Come away, come 
away, Death.’’ The most salient features of Twelfth Night, 
however, are the character of JMalvolio-and the Sir Toby 
Belcb scenes. Malvolio^ is^a more finely drawn study than 
any of Shakespeare’s previous romantic characters. His 
self-satisfied assurance, his ambition, his Puritaniccmitempt 
of others, are all held up to ridicule, yet so subtly is the 
caricature put before us, with such infinite humour and 
delicacy, that we feel somehow a bond of sympathy for 
the ill-used majordomo. What Shakespeare’s own purpose 
was here, it is hard to determine, but for modern readers 
Malvolio .holds a place ■^-y' similar to that occupied by 
Shylock. Sjr„jToby-J 3 eiyGuhas a general family likeness to 
Falstafif. and in the hilarious drinking scene we are irre- 
sistibly reminded of adventures in the Boar’s Head Tavern. 
Both are presented in the same wav , jwith this general hal o 
''bf_romanticJ3um0ur-.whicb.jgny.elo. ps the drunkar ds and the 
roysterers even as Jtjenxel o_ps the pathetic fooling of Touch - 
stone-and . the^charnLoLHeiuidar 
This quality of humour is seen nowhere more plainly 
than in the ^cliara cter__oiJELal5taif.i« The History of Henri^ 
the Fourth; With the battel at Shrewshurie, hetweenc the 
King and Lord Henry Percy, siirnamed Henrie Hotspur of 
the North, With the humorous conceits of Sir lohn Fal- 
sfalffe (c. 1597; printed 1598 and 1599) is by no means a 
romantic comedy, but it may be dealt with here because of 
this common method of treatment. The deline ation,«£(£a 
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Falstaff reye als-ardl -t h&Jieailiax-SvrnD athv which is inherent 
in Falstaff is a brag^rt, perhaps"" a 

coward, certainly a disreputable old- sinner, yet there is 
hardly anyone who does not feel for him and sympathize 
with him. If we regard him in the cold light of reason 
we are bound to shun and to condemn him ; but no audience 
ever could regard Falstaff in the cold light of reason because 
of this intangible sympathy which Shakespea re has trans-« 
fused into his pages. The Tiumo.u r_Qj_ the m anJ s so broad : 
he, like the characters of the purely romantic comedies, 
can laugh not only at others, but at himself. His intellec t 
i s so acute. h is_se nse of fun so highly developed, that w e 
cannot but take him to our hearts. It^ds' the fact that 
Shakespeare has presented Falstaff in 'Hie Merry Wives of 
Windsor without this humour which makes the majority 
of readers feel that the latter is an immeasurably weaker 
and less interesting play. 

The pure romantic comedies have been dealt with a bove, 
bu t there remain one or two_ othet; dramas reiatect to HTglli 
or belonging to the same class which must here be con=' 
sidcred. 'Much adoe ahovt Nothing (c. 1599; printed 1600), 
AlJfsJVeU, That h lids Well (c. 1599; printed 1623); The 
most excellent Historic of the Merchant of Ve i^e. With 
the extreame crucltie of Shylocke the levee towards the sayd 
Merchant, in cutting a hist pound of his flesh: and the obtayn- 
ing of Portia by the choyse of three, chests (c. 1595; printed 
1600), and Measure, for Meg siirc'Ufc. 1604; printed 1623) 
are all bound together by the fact that each one presents ele? 
ments of a more depressing or tragic kind tha n are to be dis- 
covered in the earlier plays. There are serious happenings 
% th e air both J i i uJLik e It and in- A Midsum m er 

■ Night’s Drg q«^J 3^lt_ne.^«l:LiQJCJ3n eL luoff^ent do we doubt that ' 
a ll will come right in the end.\ 2 ?/;g Merchant of P’ehi^ 
might well have ended as a tragedy. These" four plays may 

be-eon&idercd-asJ.€gudingJl]SJSva]iJp)y.aidJk?^^ 

tragirComedy--Q£Jateii_y.eaj:s.^altho.ud3-t hev are all neare r 
inJs)zmJio.Asj\)OM .L{ke It than to The Winter’s Tale. The 
Merchant of P^ nica. the -story of which Shakespeare took 
from II Pecorone (the ‘bond’ tale), Gesta Romanorum (the 
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'casket’ tale), and Masuccio (the ‘Jessica’ tale), although 
it is one of the most popular of Shakespeare’s plays, pre- 
sents the_gr.eateAt_uumb,er.af_ci^^^ probl ems. The clever 
iirter weaving of story with story has made~it a success 
upon the stage, but that cannot blind us to the facts that 
it exhibits ^ strange^Iack o f unit y of tone and that Shylock 
himself is a figure more calculated for tragedy than for 
comedy. It is possibly Shakespeare’s consciousness of this 
latter weakness that made him give to some scenes of 
the drama a m.pre.,t han usually romantic c olouring. The 
whole sfory is incredible and fanciful The clidosin^ of 
the casketsTs^IFEeF nVhsense, ’ and no one ever believes in 
Portia’s masquerade and specious arguments. We are 
content to suffer a little “willing suspension of disbelief” 
when we witness As You Like It, but The Merchant of 
Venice is frankly impossible. This romantic colouring is 
intensified by the refere nces to music . So numerous are 
these that one might well imagine the whole drama to be 
accompanied by various melodies. 

Let musicke sound while he doth make his choise, 

Then if he loose he makes a Swan-like end, 

Fading in musique, 

says Portia in Act III, Scene 2. 

I am neuer merry when I heare sweet musique, 

remarks Jessica (Act. V, Scene i) and Lorenzo replies: 

The reason is, your spirits are attentiue. . . . 

The man that hath no musicke in himselfe. 

Nor is not moued with concord of sweet sounds. 

Is fit for treasons, stratagems, and spoyles, 

The motions of his spirit are dull as night. 

And his affections darke as Erobns: 

Let no such man be trusted. 

Consciously or j jn.cojosclo.usl.v. Shakesp eare has _herje_ t ake n 
away some of t he rea lity of the play. This unrea lity ^yas 
madejTecessary b y th e presence .of Shvlock. Perhaps for 
contemporaries Shylock was a mere villain, but no amount 
of modern criticism^ will take away from 'modern readers 

^ Such as, for example. Professor Schiicking’s Character Problems in 
Shakespeare’s Plays. 
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and modern audiences the impression that Shylock is a 
truly .tragic figure. He becomes more than an object of 
pity ; he js a being of awe an d^a.i£S.tK.-cising far above 
the vacuous Antonio, the mean and adventurous Bassanio, 
the would-be clever lady, Portia. Jhe.re. may, be iustifica- ■ 
ti ons for the Christians* contemp t o f him. bu t_his Just ificatio n 
f^lHSmgISem_is_.stilLgiieatet:. The more we study TJie 
M erchant nf Vrtiirn.th e more we see/vha t a colossal dramatic i 
f ailnrp it^ vas. Hf»rp two moods,* die mood of romant ic j 
fa ntasy and the mood of tragic realityNhave met, and nei^e i^^ 
i s satisfi ed. Shakespeare for onc^has overstepped the 
bounds of art. 

Much Adn nhnuf Nothin g (c. 1 599) presents something 
of the s ame plienQ menon.r-althoudi.i.no.t-iri -sn.-marke(L.a 
d egree ^ The main story seems traceable back to Bandello, •• 
and to it Shakespeare has added the fascinating figures of 
Benedick and Beatrice. . The tragic atmos phere .her e is 
not so pronounced as in the last play, largely because Don 
John, the. villain, is little more than a mere puppet, and, 
while for a moment a tragic conclusion seems inevitable, the 
serious portion is conducted in a purely romantic manner, 
never coming out of the picture as it does in The Merchant 
of V cilice. Here, loo, the .improbability of the story aids 
Shakespeare in his treatment of the material, and music is 
called in to enwrap the action in its soul-clinging folds. 
“Sigh no more, ladies,” and that exquisite lyric “Pardon 
goddesse of the night,” which Shelley seems to have had 
in mind when he wrote his hymn to the Spirit of Night, 
symbolically arouse emotions in our hearts fit for the 
receiving of the action and characters of the play. Along 
with the music may be noted, likewise, the use of symbolic 
l anguage calculated to affect audience or reader. In The 
Merchant of Venice Portia’s “It is almost morning” has the 
same purpose and effect as have Pedro’s words in Mtich 
Ado. 

Good morrow masters, put your Torches out. 

The wolues haue preied, and looke, the gentle 
day 

Before the wheeles of Phoebus, round about 
Dapples the drowsie East with spots of grey. 
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These i‘omantic _C- Qmedies. from A Midsummer Njpht^s 
Dream to Much A do abou t N 
r %'lm^ lfeams^andlj^iright....QLe_dawn_CQm^^ 
once more back to reality. 

In All’s Well Jhat Ends Well (c. 1599) and in Measure 
for Measure {c. 1604) ^h.e_wo,ddJs-d ar.ker_.still. The first 
of these plays seems taken directly from Paynter’s Pallace 
of Pleasure, although the story originally appeared in 
Boccaccio’s Decamerone. The story is nauseous and dis- 

■ "> 1 1 1 t un a ■■I'll 1 0 1^ i n aud ri 

gu^ting,^ The thought of a noble woman’s so debasing 
lierself as to capture a husband by the means presented 
here is so degrading that few can take any pleasure in the 
reading of the play. Coleridge has called Plelena the finest 
of Shakespeare’s heroines, but this nineteenth-century 
critic’s attitude toward all of Shakespeare’s women is so 
sentimental that it becomes almost negligible. Helena is 
one of the most characterless of Shakespeare’s heroines. 
Bertram, whom she tricks into marriage at the end, is 
equally without personality. His sudden repentance at 
the close and his declaration that he will love Helena “ever, 
ever dearly” seem nothing but artificial nonsense. M easure. 
for Measure is a finer pla^^ As the story appeared in 
Cinthio’s Hecatommithi the sister to save her brother goes 
to the deputy-governor; the latter treacherously orders 
the brother to be hanged; the faithful gaoler saves him, 
and the sister is married to her betrayer. In adapting 
this theme to the requirements of the stage, Shakespeare 
has caused Isabella to retain her chastity and has married 
her to the Duke at the conclusion of the comedy. Again, 
; the plot is improb a ble and rather nauseous. In spite of 
Isabella’s words to Angelo in Act II, Scene 2, there is little 
of a real problem put before us, and the presence of a 
problem could have been the sole excuse for a work on this 
theme. Isabella, Angelo, the Duke, and Claudio are all 
weakly drawn characters, touched all of them with Shake- 
speare’s magic power, but never assuming truly individual 
proportions. The only portions of the play, indeed, where 
Shakespeare seems thoroughly to enjoy himself are those 
which normally are condemned to-day. There is an ^ex s 
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aui site humour in the presentation of that lower- world 
existence where dwell Lucio and Elbow, Froth and Pompey, 
Mistress Overdone and Barnardine. Especially does he 
appear to love the last. Barnardine is a mental aristocrat , 
and his contumacious words to the Duke fully deserve his 
pardon in the final act of the drama. 

Turning back to review this Shakespearian romanti c 
comedy. . we find that the plays fall naturally into Jwq,. 
groups. : those in which the comic and humorous scenes ' 
p reponderate, a nd— those-J n which tragedy or scenes of 
darkness obscure for a time the presence of laughter. In 
the former, artistic effect has been secured by the sub -' 
o rdinating of each p l ay to an element of Puck-l ike hum our. 
where the ro guisli-s piriLof mischi&f-an(Lsag-e.wisdom-m£et. 
I n the la tter.,_v£dsimilitude_has been_strained.— aad-.,the 
tragic or h o rrible scenes detract from our enjoyment of 
tlie res t. All the plays have a family likeness . Apart 
from the kindred characters already noted, and the common 
romantic tone, we observe the r epetition of devices and of 
stege tricks in one drama after another. The “tedious brief 
scene ot~ybung Pyramus and his love Thisbe; very tragical 
mirth” was re-echoed many times in his work; it was a 
joke too good to be lost. Quince, who makes “fritters of 
English,” finds his brother in Elbow of Measure for Measure 
and in Dogberry of Much Ado about Nothing. At the 
same time, the later group, presenting a common artistic 
failing, is- distinct from the first; the plays of this type 
inevitably lead toward the romantic tragi-comedy of Beau- 
mont and Fletcher. 


(ii) The Romantic Tragi-comedy of Beaumont 
AND Fletcher 

This romantic tragi-comedy in its fullest form does not 
make its appearance until the production of A Kina and No 
King (1611 ; printed 1619), but after that date it flourished 
until the. closing of the theatres in 1642, and itself gave 
rise to several marked developments both in tragedy and 
in comedy. A King mvd N'g King is as typical as any of 
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the style of drama which came to be particularly associated 
with these two authors. The scene Js _an impossi ble Iberia, 
where A rbace s. a headstrong young monarch, falls in love 
with his supposed sister, P anth ea. The theme is a danger- 
ous one, and it is treated witii a ce rtain air of prurience . 
Every means is used to heighten the emotions of the work, 
and the conversation of the two lovers is such that \ye_£,esJ 
disappeari ng_the„older_nobility,jof the Elizab ethaiiLage. The 
end of the fourth act finds us on the threshold of what 
appears must be a tragedy : 

Panthea. But is there nothing else, 

That we may do, but only walk ? methinks 
Brothers and Sisters lawfully may kiss. 

Arbaces. And so they may Panthea, so will we. 

And kiss again too ; we were too scrupulous, 

And foolish, but we will be so no more. 

Panthea. If you have any mercy, let me go 
To prison, to my death, to any thing: 

I feel a sin growing upon my blood, 

Worse than all these, hotter than yours. 

Arbaces. That is impossible, what shou’d we do? 

Panthea. Flie, Sir, for Heavens sake. 

Arbaces. So we must away. 

Sin grows upon us more by this delay. 

And then suddenly in the last act it is discovered that 
Arbaces is not the true king, is not the brother of Panthea, 
the rightful queen, and so can marry lier, regain his seemingly 
lost throne, and be happy ever after. T The artificia lity 
of the whole floods in upon us, and we see how far this 
type of drama, albeit well constructed and well written, 
has sunk from the deeper, rich er ^profounder. romanti c 
c omedy of Sh ake speare. /Iii^cme:-it™is jJiOj:e.Jra 
‘ppjsibI§L;„Jn..,ch^.cter..-,it.,^-..ster.eQtyped_.and„ar,tificiaL;^i3, 
flang^ge.les s clo se .t o th e tr.ue.jv.orkings-ofj 3 ie,JiumanJieai:t. 

* It , JacksJ.ndiyiduality ; one romantic tragi-comedy ^vill fol - 
i low another.,-without...the.JntroductioP-.ojL.f.r esh charact eii^ 
' and .Af.ten_eKen-.wjthout„the Jntro.duction jDf.^iresh--theraes. 

^ Bonduca (c. 1612; printed 1647) presents the same atmos- 
phere wit b_m ore, tra gic implicat io ns an d with a shifting 
(. from the East to ancient British history and legend. Here 
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some distinct merit can be discerned iiiJ;b^^Xti:a5:aL.o.I 
Bonduca and of Caractacus. Still more typical is The 
Cii stome of the Coimtry (c. 1619; printed 1647). This was 
A^tten;' according to " recent theory, by Fletcher and 
Massinger, but it is probable that the former was mainly 
responsible for the construction of the play. The theme 
is thoroughly romantic. Arnoldo marries Zenocia, but 
Qodio claims the custom of the country, that a newly 
married girl be sent to his house. Arnoldo, his brother 
Rutilio, and Zenocia fly by boat. Outside Lisbon Zenocia 
is captured by pirates, but her two cavaliers escape. From 
this point the action of the comedy breaks into two. 
Arnoldo is loved by Hippolyta, is tempted, and is finally 
cast into the hands of law officers. In her rage Hippolyta 
poisons Zenocia; but, repenting, releases Arnoldo, brings 
Zenocia back to life, and herself marries Leopold. The 
other theme concerns,.RutiIio, who in a street fight apparently 
kills Duarte, the son of Guiomar. The last-named character, 
through a promise, shields the supposed murderer. His 
adventures are various, and he is about to be executed as 
a murderer when Duarte, happily recovered, reveals him- 
self. T he whole nlav is one of surprises and intrigue inten -j 
min gled with exceedingly cn3r«;p lirnflipLj^ rips, which are’ 
reminiscent of the similar scenes in Pericles. — ■ 

The number of these dramas makes an individual account 
of each impossible. The_E U gnvj (1621; printed 1647), 
622; printed 1647), T^h^,Jiliand.£nnsxi§e 
(1621 ; printed 1647), and Thje^caj^.oyagje (1622; printed 
1647) are among the best o f a serie s-Q£j 3 agraiitlv-jrjD.mantia 
Avorks . The last, no doubt written almost entirely by 
[l^etcher, but shoAving the presence of some Massinger 
characteristics in a feAv scenes, reminds us in the opening 
of The Tempest. The theme is someAvhat complicated an d 
deals almost entirely Avith Jove. - Roselllaf'^her daughter 
ClarinddT^ and others have fohned an island commonAvealth 
of women since Rosellia^^^JrlJsband. has been reported slain. 
This husband, Sebastian, in reality lives on a neighbouring 
island, from which in the end he escapes?^' Into this romantic 
atmosphere come Albert^ and Aminta in search of the 
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latter’s brother Raimond. They are captured by the 
Amazons, and there Clarinda falls in love with Albert. 
The men are about to be put to death when Sebastian 
jmakes a belated appearance. As is evident, every, at^mpt 
here is made to intensify the unrealit}^ of the setting, and 
as,much_oppprtunity_as .possible 4S^giy„en^for...the-elaboratiGn 
|o.f ..p.ut-of-:the-way,,.amorous sentiments. In writing The 
' ^£^iiiJn.Jhe..MiU ■ (1622; printed 1647) FJetcher_ seems to 
have been aided by William Rowley. It is an ill-constr ucted 
play with some^fine^ poetical p assa^ges and a certain, ampjnnt 
of_gpod.. comic— business.. The story deals with . the 
enmity of the houses of Jtilio and Bellides. Antonio of 
the first falls in love with Ismenia, daughter of Bellides. 
Their love is nearly crossed by the treachery of Martino 
and Aminta, who in the end find themselves married to 
one another. A-^«plooi«suhploj(:s_n;njilongsidejof,Uiis — 
one in which Otrante abducts Florimell, but is awed b}’’ her 
purity, and another in which Bustopha, the clownish son 
of Franio, contributes some rude merriment to the play. 
Of the same t3'pe is The Two Noble. Khisvien (c. 1614; 
printed 1634), attributed to Fleteher and Shakespeare. 
Shakespeare’s hand in it, particulaffy iiTAct I and in the 
earlier gaoler scenes, seems to the present writer assuredly 
evident, but probably nov certain judgment can ever be 
made upon it from the mere evidence of style. Here we., 
find the proud and rather caddish Palamon and the some- 
what more refined Arcite thrown into throes of love for 
Emilia. The play is .f ull of . romantic_s.entiment..and ends 
in a J:ypjc^y_,tragizComical_3tya3:,.j?ne of the characters, 
according to legend, dying and the other accepting the 
.bride. The Faire Maide of the Inne (1626; printed 1647I 
'^eals with a theme similar to that of The Maid in the Mill. 
Its association with Fletcher has been frequently questioned, 
but in essence it follows his style. Albertus,'*^ father of 
Csesario, quarrels with Baptista, father of Mentivole. The 
last mentioned falls in love with Clariss^ Cassario’s sister, 
and after a number of complicated delays wins her in 
marriage at the close. Ca^sario, for his part, loves Biancha, 
the fair maid of the inn, who turns out to be Baptista’s 
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daughter. . The plot is fairly well worked out, but is full of 
impossible situations. A light-comedy theme is introduced 
in the person of Forobosco, who poses as a magician. 

All the Beaumont and Fletcher pla^s ^ of this type betray 
the same features. Everywhere Js ;a j£paiuEg;;ior-:;ajnoce 
more impossi ble. r pmanc e. ~! ^rtificial itv-.of__sentimcnd 
t ^'s the~place»of 'trutir~tcr character .-‘^PZiir ienQ^i .thaLjjf 
hjghjnicaialJtOEd^iQmplication .of plot th at of due inciden t 
a nd probability- of. subject-matter.' Most of the dramas 
failJjecause^Qf-the^aclyjc^xeiati onship between cause and 
.effecj:. The dcus cx machina is everywhere present, and the 
plays as a consequence lose 'that u nite-OJLnurpose. -that Jns 
e yitabjlitVw w hich char acterize the works of Shakespeare. 


(iii) The Influence of Beaumont and Fletcher 
ON Shakespeare 

Shalcespeare himself, however, was unquestionably 
influenced by Beaumont ^d Fletcher, producing in The 
Tragcdic of^^ymbclin^^c. 1609; printed 162^, The 
Wilders Talc (c. 1610; printed 1623), The Tempest (1611 ; 
printed 1623), and Pericles, Prince of Tyre (c. 1608; printed 
1609) works of a distinctly Beaumont and Fletcher cast. 
It must be remembered, of course, while we note this 
influence upon his work, that Shakespeare’s own romantic 
style was moving steadily in this direction -in the closing 
years of the sixteenth century. I n ^ Pericles S hakespeare 
no doubt collaborated with another, w'ho has been identified 
variously as George Wilkins, the author of The Miseries 
of Inforst Manage ( 1607) , and William Rowle)^. Concern- 
ing the parts taken by these collaborators opinion has differed 
sadly, although it seems from the style and vitality of the 
dialogue that even the most suspected passages, the brothel 
scenes, must have owed something at .least to the hand 
of the master. There is an intimate connexion between 
the similar passages in Measure for Measure and this play. 

^ It is observable that only a small percentage owe anything to Beau- 
mont. Most were written by Fletcher and Massinger in collaboration. 
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' The shipwr eck the_sudden— discov.eries.....the— descent-r-to 

'^wha t seems th e„atmosphere.-of-.traged-3^,„.and-.the - .sudden, 
brightening, jdI^ the_ dose , all„rna rejatipnship 

Ijetween. .tliis ..pfay..and.the„roniantic.-tragi-comedies-of- ’the 
time. Cymhclinc, like . Bondi/ca, takes us bade to early 
Britain, and here once more the atmosphere is one of 
iniprobabilitj. We note the decay of Shakespeare’s style. 
His characte rs are no longer individ uals, but stock t ypes, 
for whatever may be said concernmg"i:fie*l)eauty of Imogen 
and Perdita and Miranda these women have not the same 
features as their elder sisters of the late sixteenth century. 
Shakespeare Js_ evidentlv gro wing tired. He repeat s him - 
?pi.L-again..,,and_aga^in. lago is weakened in lachimo; 
Qthello’s story is travestied in that of Cleontes; the ship- 
<vTeck of Pcridcs is utilized once more for The Tempest. 
For once, in The Winter’s Talc, Shakcspeare_reac hes h is 
old note of p p,\ycr.,.wlien he Introduces Au toly cus. who 
blesses his stars he is not a simple man, but, in spite of 
this and of the beautiful verse, The Winter’s Talc is not.?. 
well-constr ucted^play. Peculiarly enough The Tempest is 
^he one play of Shakespeare’s in which he 'keeps to the 
pseudo-classical unities, and one wonders if here he was 
writing for a. more cultured audience, an audience which 
would be inclined to appreciate more the subservience to 
rules. Whatever .classicism., is^in tlie jFprm, Jio.weye.r,_.thei£ 
is,jione.Ja..the„.,tr.eatnient, A^ niythic isle— Shakespeare 
does not seem to know whether it be situate in the ^lediter- 
ranean or in the West Indies — a magician, an airy sprite, 
ajcnonsteiuoi t he earth .._p.eQpleJost-and..found,. a-novel-lave 
scepp, all is here that could please the new taste. There 
is an atmosphere of impossibility in this play, and although 
Shakespeare by what we may call his_ti;amscendental 
idealism has . made of this one of his greatest masterpieces 
we must recognize that th_e„tv. pe. as a lower_than 

auy_'wd'iich„.hitherto..he,had .attempted. Artificiality breathes 
over the whole. 
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Talling-off in yie_last,-act, 'S-oy? Passion, cha ste and licen- 
|ti 6 us',J-a 3 ied^o . .tlie usual, disquisitions^ ujDon morality and 
vvirti^e_fiIl^T/?(?. Maid^ gf. Honoitr (p rinted 16 32). Clearly 
there are to'^be' seen here the stockjsitiiatiqns a nd the stock 
c lja ra sters of this type of dramj^^^^'here is the usual un- 
h apDv but honest lover. Adorni, a pathetic figui;e T'there 
is the us ual comic character in Signior SyllffThere is the 
Hcentious loverjn Fulgentio, the noble heroine-h i Camiola, 
tliejTeadslxong~k«4g in Roberto, and the amorous woman 
in Aurelia. In spite of many beautifully written passages, 
|:hese stereotyped figures detract from our interest in the 
play as a whole. Roman tic se ntimen t and talk of n o bili ty 
occupy, too, most oi^thc Bashful Lover (i63'6; printed 
1655). Once more stock characters are in evidence. Maria 
is th e typical wronged m aiden, and Ascanio the equally- 
jtypical li centious gallant struck in the end with though ts 
|of conscience*. The emotions of the reader, however, are 
Hardly ever moved in this play, the general t enden cy of 
Car oline drama to talk endless bLJDi. U matter s _of passion 
leai dng the dialo gue-cJiill-and-imenlbusiastic. 

As a whole Massinger is one of the .bes t of those who 
attempted this style of dramatic writing. His atmosphere 
is . less vitia ted Ifirnmiat of Fletcher and Shirley, but even 
in him tlLe_jB:eneraLde.ge neracy of t he theatre is quite 
evident. lie repeat s^ his characters, as he repeats his 
themes... T he pro found ..and,jd^ep-lf^’tipassion' . tli'afjs l.o^JS 
f ound i n Sha kespe are has , in his pages, .given way to rhetoric. 
Even his...vir.tue ,is„f.elt, atttimes-.to,be,a. thing .externar.Iaj thing 
to be talked about rather than to be felt. Above all, in 
the unnatural conclusions to his plays we discern theJjo^s 
o f the great er__spir.lL.which made possible the terror of 
King Lear and the tremendous close of Othello. 

There are upward of twenty dramatists who approached 
this style of drama in the thirty years between 1610 and 
164 0^ Only a few of these can find mention here. 

^iomas-~Middleton-and~'William. JRowley are associated 
by collaboration as are Fletclier and Massinger. Both 
^ire rather more important for tlieir purely comic work 
than for their efforts in the sphere of tragi-comedy. The 
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Mayor of Qumborougii^]}nntcd 1661, but probably one of 
Middl eton’s earliest efforts), A Tragi-Coomodic, Called the 
Witcli’^^rmted 1778, written by Middleton) . A Faire 
Qttarrm (printed,j6i7, by Middleton-and_Ro\vle.y), The 
Spanish Gipsi^'X^ 621-2] printed 1653, a joint e ffort’), all 
call for attention in this section. The Mayor of Onin - 
horongh is the weakest of them all, presenting crude farce 
of the roughest form alongside of dismal tra gedy. Only 
some few passages of startling poetr)- merit notice in it. 
In mentioning this play, attention might be drawn to the 
numberless dramatic fashions of the time. Ancient Britain 
called many of the dramatists to turn their eyes upon 
Geoffrey of Monmouth and his companions, so that this 
play, Lear, Cymbclinc, Bondiica, and a host of other 
tragedies and tragi-comedies appear between 1606 and 
1616. This is only one of the similar movements of the 
time, perhaps indicative of t he general degav of inde - 
pendence and in divi duality in the age.^ Witch., con- 

sidered as a work of art, is but a pitiful production, although 
its connexion with Macbeth will always cause interest to 
be taken in it, and its melodramatic features are eminently 
t}*pical of certain tendencies of the time. The story of 
the play, complicated by a series of cross-currents, is, 
briefly, that a Duke, who has slain his Duchess’s father, bids 
her pledge his health in a cup made of her father’s skull. 
The Duchess, annoyed at this flamboyant humour, seeks 
means to poison her husband, thinks he is dead, but returns 
to his grace when it is found that the dose has not been 
sufficiently strong to prove fatal. Naturally, out of a theme 
such as this little of true dramatic worth could spring. 
Wit h A Fair Quarrel \\& reach a different world entirely, and 
it is legitimate to argue that Rowley was responsible for 
many of the more brilliant passages in ' this play and in 
those which follow. In A Fair Quarrel the ^ scene is no t 
romant icall y set_jn some Eastern empire, but t he general 
atmos phere of sentiment connects this drama with the 
other- plays we have ’ been ' considering. Thr ee s epara te 
plots, jire to be traced in the work, two of which are of 

1 Cf. infra, p. 175. 
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minor importance. It is the third which is of value. The 
duel of Captain Ager with the Colonel, Lad}*- Ager’s despair 
and her attempt to prevent the duel from taking place, 
remove us to a realm far enough away from the vapid 
rhetoric of so man}' of the dramatists of the period. 
feel here th e presence of a mind purer and deeper thin king 
than js to be dfs^^ereS* ainpng tlie~Fletchers~and 'SlurIeys o^ 
C^ohnpjdays. Th e^ Chanae HnaJnas something of the same 
power, although if is expressed in a different way. Once 
more we can trace Rowley’s influence, if not in the actual 
wording at least in the conception of character. It is not 
too much to say that the most .^btle.. character-dr awing 
in Caroline drama is to be found in this.-diragedy, which 
will later be considered in more detaiD-^/z/? Sf)a nisJi Gil>sy 
is an excellently written tragi-comedyT ^varez and 
Pretiosa are disguised as gipsies ; they are eventually 
discovered, and the latter marries Don John. With this 
main theme goes another, wherein the licentious Roderigo 
deflowers Clara, but, repentance-struck, ultimately marries 
her. Comic relief is presented in Sancho and Soto. There 
are no outstanding characters here, although Pretiosa is 
a living type, but the genera l high...tone ..ol.the >v.Q.fk, even 
in spite of the hackneyed situation, reflects credit on these two 
collaborators. 

Among those who, later, did most to cultivate this form 
of drama might be numbered ' Hiomas __Ford. JWillia m 
Shirley, and Sir William D’Avenant. the last-mentioned 
destined to prove one of the main links between the earlier 
and the later Caroline eras. Ford !s_a ctivitv .was confined 
mainly to the sphere of the horror tragedy, but in two 
dramas. The Eancies, Cha sf and Nohh (printed 1638) and 
TJie.Xadics .Tnalj j^i 6 sS; printed 1639), he associated 
himself with the Beaumont and Fletcher romance. In 
both of these ^\^^ov.e.^aJvay_frora. the„higher_nobility_.of 
Rowley _and Middleton. The Fancies seems to exist for 
-> iii&Hcate. situations. The three nieces of Octavio, Marquis 
of Siena, kept in seclusion and not revealed as his relations, 
as well as the character of Flavia, sold by her husband to a 
lord of the Court, afford the author plenty of opportunity 
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for indulging in those indelicately n assionntc..,scenes more 
fully expressed in his tragedies. (^Decatfence in Ford had 
fi rmly set its seal upon t he aire^’ ^hefLadvy Trial is Tiri^Frv 
m^ healthy in tone, "BuT^flie “characters' are hopelessly 
artificial and stereotyped. Aurelio is the usual faithf ul 
frjend; Adorni' the usual lirpnfinng Inypcj Spinella the 
inevitable i njured heroine: and Auria the equally Juas, 
ev itable jealous husband. E xcept for a few passages of 
extraordinary beauty of language, the play has little merit; 
it is one of the mechanically conceived and mechanically 
constructed dramas of the age. 

l5itiiley-ls.-3rttork' in this style is in bulk g reater than any 
of the others save that of Fletcher. Oyer half a score of 
his plays can be classed in this romantic tragi-comedy 
section, although not one of them stands forward as a 
masterpiece. They have a hopeless similari ty one to 
another, and rlt<;p1gy lark- nf in«Tivifina1i ty_.in the trpatrpppt 
o f character and of theme. _ Shirley, we may say, is the last 
great poet of the ‘Elizabethan’ era, but how far he has 
smjk. can be realized by a glance at even the best of his 
works. Of these romantic comedies perhaps the best are 
The Brothers (1 626: printed 1653), Changes: Or, Love in 
aielazc (1632), The Young Adwirall (1633 ; printed 1637), 
and The Gamester (1633; printed 1637). The first deals 
with the stock figure of a tyrannical father and the true 
love of Felisarda and Fernando. Some scenes in it are 
cleverly written, but the romantic portion of the plot is 
somewhat dull and uninteresting. Changes-^eaXs more 
entirely with the world of wit, and, were it not ^for some 
s erious sc enes, might be classed 'with the more comic pro- 
ductions of Shirleys pen. " The Young Admiral, albeit 
the ' figures are mechanically conceived, is a much finer 
play than either of the other two. The complicated plot 
is excellently managed, and Rosinda’s character has some 
features that call for praise. It ismuch healthier in tone 
than that which succeeded it,V? ^e Gamester . Comedy . 

pat hos, indelicac y. co arseness, and rjietorical sentiment 

mingle in this drama. The plot, given to the dramatist 
by King Charles himself, is excellently worked out, but the 
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failure of the age is seen in the de padent tone qi much of 
the dialogue and in tl ie general inability of the .jDla]QmgIit. 
t o rise above hackneyed situat ion! The«^Aajdl3-gL>§.c.exjfis, 
for example, which provide a good deal of the comic interest, 
are obviously reminiscent of many similar scenes in earlier 
dramas. It is useless noting further Shirley’s romantic 
works. Nearly all of them. The Gratefiill Servant (printed 
1630), The Bird in a Cage (printed 1633), The Opporfnnitie 
R (printed 1640), and the rest, show simil ar intermingl mg: 
| of high poetry, rhetorical sentiment, and indelicate, coarse , 

I a yd decadent imaginings. 

A^v^yith p* Ay.en antls. T he Platonick Lovers (printed 1636) 
and'inw ond 'Hbnour (1034; printed 1649) we reach the. 
point wJiere-ilie^p.utely.^romantic^^tragi-comedy tends to 
move i nto t he world ..of jh e_ heroic drama. In the elabora- 
tion of , platonic sentiment in the first, and the theme 
(Love and Honour) of the second, we come very_.close to 
the_spirit of Dr3*dcn_and of -Orreryt- The Theander and 

Eurithea of The Platonic Lovers are not far removed from 
•> , 

Almanzor and Almahide, and Love and Honour is full of 
that l 9ftv. _jnflated_heroic. diction so typical ot the later 
drama. As we shall find, the heroic tragedy or tragi- 
comedy is a direct descendant of the tragi-comic atmos- 
phere inaugurated by Beaumont and Fletcher in 1611 and 
hinted at even in the mid-sixteenth century in the tragi- 
comic interludes. 

Of the. lesser wi'iters o f this time there are many, but 
few require even mention here. !Robjej!^„JDayenpoEL, con- 
tributed an interesting specimen of this drama in The 
City^,.Niffht-Cap: Or, Credo quod habes, 6* habes (1624 
printed 1661), a peculiar play written in more than ordinarily 
. fine blank verse. The main tlieme is taken from Cervantes’ 
loft-used tale of the Cnrioso Impertinente. Lorenzo, a 
'typically jealous husband, bids Philippo tempt his wife 
Abstemia. She is honest, but Lorenzo, in the madness 
of his fever, suborns slaves to witness against her. She 
leaves the city for Milan, but is eventually reconciled to 
her husband. Opposed to this is a contrary story in which 
the over-trusting Lodovico allows all liberty to his priggish 
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■wife Dorothea. She sins with Francisco and confesses 
her fault to her husband when he comes to her disguised 
as a friar. Several of the scenes remind us of the brothel 
portions of Pericles and of The Woman Hater; these, like 
the more serious portions of the drama, are well written. 
As a whole it is one of the best of the plays of this kind 
written during the period. Thomas ,RawlinsLXAcJ 2 £:Z?c/Zio« 
(1639; printed 1640) is a much less capably written play, 
but it is interesting as showing the elaboration of those 
frirlfg nf th p_ ■S tajre_ with whi ch the Restora ti on drama 
was filled . Pathos ap pears in the love of Giovanno and 
Evadne, and there are the usu aLJawjComed^^cenes^be- 
loved by audiences of the time in the tailors, who remind 
us of Dekker’s shoemakers. It is the stage trappings, how- 
ever that call for most attention — a city besieged, bandits, a 
I\’Iachiavellian villain, jealousies, class pride, prisons, rescues, 
disguisings — all mi ngled jnto_^a_.s ingularlv romantic plot. 
With The Ouenne of Arrapnij (printed 1640) of WTlliam 
Habington we move into the sphere of Drvden*s Secret 
Lflvcf The witty, frivolous Cleantha is conceived in his 
style. This maiden is pursued-by Sanmartino; she suc- 
ceeds in cheating him and marries Oniate. The more 
serious portion of the play deals with the—magn animou s 
s entimental loves^o f Decastro, Ascanio, and Florentio for 
the Queen. In its u nion of wit and, nf bprnic idpalisrg 
i t direc tlY_anticipates^wh¥t^w’as~fo^6ve-^he~Qf~th&jiPQSt 
popular_fon}is_ol^esJtQiatiim-^ Many are the 
dramas of the time which adopt something of the same 
atmosphere. Sir William Berkeley’s The Lost Lady (printed" 
1638) is a fairly well-written specimen of the class, with 
an excellently drawn character in Hermione. The device 
of the heroine, however, in her disguise as a Moor, removes 
the theme of the play fajiJj»niJ:he.j:eahnsLXlE-4)r.^^ 

T he Jeal ous Loxte?:^— (printed 1632) of T homa s JRandolph 
and T he Rovall Slave ("16^6: printed 1639) of William 
Cart wrigh t might likewise be mentioned as typical examples 
of 'fhis'eisentially Caroline form of drama. 

The actual examination of particular plays is of less im- 
jortance than the grasping of the salient characteristics of 



144 BRITISH DRAMA 

the group. As has been shown, the^endencv Ts-Constaniilv 
toward, , the, hopelessly unreal . .and. - th e , im possible.. - The 
(plots hre fuincSI Tbe-jmQs t.arti and startling devices'^ ^ 
the"?Biaracters'^are no lo n ger _ individualized, but reduced 
t o the level of mere ty-ues. In some of t he later play s, 
too, a movement can be seen which led ultimately to the 
e laboration of heroic sentiment and heroic proporti o.ns,.Jp 
t he plays of the Res.toratj.on. It will further be noted 
that even in the early seventeenth century this tragi- 
comedy broke into two clearJv marked divisions, ■. each 
destined to be the forerunner of a definite type of drama 
in after years. The term tragi-comedy may apply to plays 
of the type of A Kina mid No King, where the atmospher e 
i s ~ almost wholly serious, hut— the_ conclusion mod erately 
' happy _; it may also apply to plays such as The Queen of 
[ Arraqon, where a com i(i_DlQtjmoyes~f-Qiswar 4 "-ajQng^e-o^ 

: t ragic. The first is the p redecessor ^ o f th e heroic dram a 
proper ; the sec ond lead s tmyard the_Jm^ sp ecies 
patronized in his early da ys by Dryden. and by Eth£rege 
in,Xhe,S,onncalJR.cvenge. The important point to notice 
in all this development is jfhe weakening of true dramatic 
conception.. Shakespeare, in spite of his few lapses, h^’ 
shown clearly the main scope of great drama ; his., successors, 
Avriting for a less manly public, lost sight of his high purpose. 
The extravag j ant conclusions, in troduced for the sake of 
novelt}'’, destroyed tlie atmosphere of many of the plays; 
j^e crude intermingling of trag ed y an d Q f c om e dy gave a n 
effect that may have interested the audiences of the time, 
but which we can never accept as a true purpose in dramatic 
art. 


(v) Pastoral Plays 

Witli these romantic tragi-comedies may possibly be 
taken the various pastoral plays written between 1600 and 
1642. Sl3ake.sp,eare'§jsixteentli=centuiy~comediesr-no doubt, 
were pastoral in a sense, but t heir pastoralism w as not wholl y 
out of touch with reality. In the years that followed, thV, 
element, which seems to have a perennial attraction for a 
of Court corruption and decadent life, came to assume * f 
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artificial featuresj and to this it may have been led partly 
by the immense interest taken in the many romances of a 
similar atmosphere which catered for the requirements of, 
a leisured reading public. Ben Tonson de.sc ended fr(m-his 
bitter portraiture of contemporai*}' follies to pen The Sad 
Shehlicrd^ (printed 1641), §^l&y moved into the same 
world in A Pastorall c allcjdljbc-Arjiadia^ (vrintcd 1640), 
F letcher ado pted it in TJuL£ailbf M LS.h cMicardesse ( printed 
1629), R^andolph in his Auiyntas or The Imp ossible Dowr y 
(printed 1638}^ an adaptation of Tasso’s famous dramatic 
poem Aminta, and R utter us ed the pastoral conventions for 
his ShePheards Hol'^Day (printed 1635 ) . Again and again 
the writers of the time, in prose romance, in lyric ecstasy, 
in more ambitious stanzaic poem, essayed this style, 
bringing to it often something of beauty, but displaying in 
their concentration upon a form of art which gives no 
s cope for realist ic passio n the gradually narrowing limits 
of tlieir g enius. "^Amongst all the works of this kind the 
efforts of B ep_-j Qnsnn and of Fletc her have become de- 
sen’edly the most famous. There is apparent in their 
works a charm of express ion a nd a beauty of conception 
lacking in the plays of 'the others. At the same time, even 
the best plays of this class have about them an atmosphere 
c d[ ^rtifi cialitc, — which effectuall}' prevents any pastoral 
play reaching the summits of literar}' expression. Pastora l, 
after alL -reroains .a-noet*s.-gam£_and while it may be 
plea sa nt for a winter hou r o r so to imagine that Ei §qo 
i n Arcadia one _al wavs feels that this form of art is weak 
aQdJackingJn„iot^est. Charm i t may have, and prettmess 
o f a Watteauesnue pattern^ but never pr ^^fnnnd tlinucjit 
and . .high^ pas jsipn..._Pg,n-..aDd..,,bja . , nymphs, Chloris and 
C^ ydon, pass into forgetfulness before the breezy laughte r 
o f a Falstaff or the tragic te rr or, of a Lear^ 






CHAPTER III 


REALISTIC COMEDY AND SATIRICAL PLAYS: 


...• Shakespeare and Jonson 

A lways opposed to the artificiality of the romantic 
tragi-raj^dy^ aiid of the pastoral dram a is to be 
found in. the seventeeritli century the realistic 
v'^conjedy. It has already been seen how in the late sixteenth' 

• century the .realistic farce, deriving it s tone from the earlier 
; intedudes,„ had preserved an independent existence along- 
■ side of the romantic comedy patronized by Greene and 
• Lyly. Xliis-.earli.er-.fo.rm.j3f. realistic play, often ivith close 
reminiscences of the Latin drama, was adopte d by man y 
dramatists iii^the last years of Elizabet h's r eigh]g> an d, wa s 
^. carried forw ar.d„lnLthemj.uhTil_To'ns6iilcame t o set his _s.eal 
^E??...t!llJ3in.?..?ntl-S*-'^'^-jLa„streiigt1i-.and.a.,purpose-.\vhicla 
previo usly, it had.onl3'_ tpo.p.ften..lackGd.lt 
•Among these earlier draniatists SJi a kespeare . naturally, 
calls for first attention, for in The Taminn of the S Meau 
(c- 1595; printed 1623) and in A most pleasaunt and excel- 
lent conceited Comedie, of Svr John FalstafFe. a nd thejnierrie 
I' V^iies of.J¥Jjnh£aL. (c. 1599; printed 1602) he produced 
two of the most capable and interesting works of this type 
written in the last years of the centur)^ Both of these are 
- reworkings of older dramas, the first of a still extant Taming 
of A Shrew, and the second of a play now lost — ^probably, 
according to the theory of recent investigators, of The 
Jealous Comedy mentioned in Henslowe’s Diary. The 
exact amount of Shakespearian dialogue in each has been a 
point of conlrovers)' for manj^ years. Some would give to 
Shakespeare the two ‘Shrew’ plays, others would deny that 
he wrote anything but a few lines of the later one; FalstalT 
in The Merry Wives seems to many a travesty of the fat ' 
knight of Henry IV, to many he seems a truly Shakespearian 
figure. The plays, however, always remain, and remain 

146 
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as excellent artirijr farp^s^ displaj'ing the hand, if not of 
Siiakespeare entirely, at least of an exceedingly capable 
playwright who knew the requirements and exigencies of 
the Elizabethan stage. Both plays are marked by many 
more local touches than an}' other of Shakespeare’s known 
workmanship ; arp essentially midrlle- 

cJass ; th e, language is more bois ter.OU5.:-the_.action_is_l.css 
rcstraiacd.jmHIlesjS.j:oJojArie,dj3y_jDniantjp^^^ There 

is a__complete chasm between the .scenes of these plays 
and, for example, the Sir Toby scenes of Twelfth Night or 
the Bottom scenes of A Midsummer Night's Dream. In the 
latter we are in the presence of Shakespeare's humour ; in the 

t ype of comic dialogue anS'^comic charactec izatighK These 
plays' may be taken as typical of a number of others of kin- 
dred features ; /^od actingLf arces.-syith-enteriaiixmi ^v-comi o 
s cenes and occasionally_jwel hdi:aivn. charac ters, with m an.u 
remi niscences of Terentian and Plautan comedy, but fre j 
quentb'Jackiiigj anitv of aim and wit hout. any_h.ighe.r_appea. u) 
To Ben Tonson belong s ^the credit of infusing int o_this 
for m of dra ma a_^rjche^,._and .. a, deep er not e. Jonson, ,'- 
intimately co^efsaht wiSi .the life of his o^vn_time, a man 
closely associated with the theatre,) and, although boasting 
no university degree, (steeped in the literatures of classic- 
times, was eminently fitted to carry out his self-appointed 
task. He appeared at a time when the University Wits 
and Shakespeare, their hated follower, were establishing 
'upon the stage^ he romantic co medy a nd .the -flamboyant 
tragedy. He looked round him and saw the classic_pre= 
cision he ad^gtLbeifl g crushed out of existence in the face 
of more popular tendencies. ~~ H e found .a-^orriantic fpmp^y 
he must have regarded as f oolis h, . a .farcical ' type lacking 
in definite purpose, ^Trude revenge tragedy full of romantic 
grptesqueries, and ^ superman tragedy wanting in all 
calmness and restrainE Boldly, as was his way, hg^sgti 
him self to cure the theatrical evils of the time by establish - / 
i ng a comic and a tragic form based on classic example , j 
I n jthe latter ^ endeam uxJl£LJiad-n.o succe5s.iJiut£j £ormer ! 
he succeeded in making, himself the greatest figure of his age. 
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0 -' 

-Tt. is ...undeniable that his efforts, were tentative. We 
know that he had written many plays before the appearance 
of the first version of Every M an in. his H umour in 1598; 
we can see how his. ideas, or his daring, d^elopeiS between 
the publication of that first version and the. issue of the 
1616 edition of his Works, ^ndeed, while glancing at the 
plays written between 1595 and 1600 we may even come 
'the conclusion that thi.s.--piQneei:^jva s_.anti cip.ate d and 

ihaybe--.AvasJ[.nfluenj:e_d_b,v._other_. contem r)oraries including 

aLJheir.Jiead.„the^(^b.ust.,figure.,.(^j[j.eor Chapman . jOn 
t he other hand, whatever t entatb^ej movements we discove r 
•in his art and whatever influence of others we find. Tonson 
will alway s remain_the chief„andj iominating dramatis t of 
t he satirical coniedy. 

, His extant plays are readily divisible into one or two 
'well-marked groups. The_raasq,u.ej, the one unfinished 
pastoral,- and the^, tragedies stand each by themselves. In 
the realm of,.corned}>.we find The Case is Alterd (printed 
1609, but possibly acted about 1597), Every Man in his 
Humor (acted 159S; printed in two versions, 1601 and 
1616), The Comicall Satyre of Every Man Out Of his Hu- 
mor"' {1599; printed 1600), The Fountaine of Selfe-Loue. 
Or Cynthias Reiiets (c. 1600; printed 1601), Poetaster or 
The Arraignment (1601; printed 1602), 'Volpo.ne Or The 
Foxe (1606; printed i 6 oy), Epicoene, Or The silent Woman 
(1609; printed 1616), The^ Al chemis t (1610; printed 1612), 
Bartholomew Fayre (1614; printed 1631), The Diuell is 
an Asse (1616; prTnted 1631), The Staple of Newes (1625; 
printed 1631), The Magnetick Lady: Or, Humors Reconcil’d 
(printed 1640), and A Toledo f^g,..Xub (printed 1640). 
There is an obvious gap b^^ween the first five and the rest, so 
that the four famous later plays, Volpone, Epicoene, The 
Alchemist, and Bartholomew Fair fall into a group by them- 
selves. For our purpose it may be well to start with the 
revised (1616) version of what is jonson’s most famous 
play, Esjei'v-Jdiin in his Humour. The very title of this 
play shows us Jonson’s aim m characterization.,/ 
youi:5...to„harmpnizje„,a, medieval' medical conceit with the 

^ ” * ^‘*^*** I****'**— ^ — I ■ ir^~nii I ir< rtn 

m ethods emplo yed in t he Latin theatre , y For the Middle 
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‘‘Ages the * lnim.Qurs' or natural moistures of the brain ■ 
roverned a man’s nature: to o much of o ne, or a shifting 
o 1 t he due proportions governin g. normal it y. \voul(L p rx)duce ; 
e cce n tricity of on e sort or another. Thus melancholy, 1 
greed, timorousness, choler, all were ‘humours,’ and the 
person who exhibited any of these was described as 
'humorous/' It_is_o bvious that if art is to make use o f 
t hese humours _ it has to depart to a certain extent from the 
more., individual portraiture of separate mei-La nd ^women . 
It Jias .to^de al wi th a typ e, not with a ner soflality. This is 
precisely what Terence did in his dramas. His testy old 
fathers are all the same, his cunning slaves have all the 
same features ; h e seizes , that is to say, s ome salient feature 
. •"of a class ,Q -f men and pro duc es his characters to nattern. 
•" This method Jonson, being a classicist, determined to 
follow. Still further, he determined to carry into practice 
a time-honoured dictum of classical critics. ' Every onej 
. who had \yri_ttcn. about. comedy, had assumed thjitZthpjphjfi.ct 
o f th is-Iomxjj f-drama was to ridicule the vices of-’men, pu t 
f olly in a foolish shape before the audience, and so laugh 
the „jpectators-intQ_gQodj3LebaiiQiiEii* Unanimous' as were 
the critics on this point, few dramatists had put it into 
practice)^ Jonso.n ..determined„that.._his. . comedy. ..should..,Jje 
a Satiric -comedy; jand for that purpose the humours 
gave him the very tool he required. All satire depend s 
upon exa.g geration, and bv e.xaggerating his eccentr icities! 
Jonson was_abie_to_pr_o_d uce exa c tly the effect at whifli h e 
aimed. * 

When we come to view this particular comedy of Jonson’s 
we see the way in which he has realized his ideal. His 
d.r ama .is no longer merely farcic ql_;.i itJs „...w-Htten-_with ja ' 
•' IffiXPC^se.. ■■ He" 'ha .s_.allied scholar5hip_lwjtb.lart-and .jmade' 
''fijr' h 'u mours rea l. Here, declares the author himself in' 
his prologue, are no' (mpossible roman ti.c_epi.sp.d,e.s._n o stag e 
triclvs, ..no . fantastic 'frinneries . 

But deedes/ and language, such as men doe vse 
And persons, such as Comadie would chuse. 

When she would shew an Image of the times, 

And snort with humane follies^ not with crimes. 





BRITISH DRAMA 


150 

, The follies of a braggadocio, of a tyrannous father, of 
a jealous husband, all are put before us; the_rulirig 
^(Jrcejgtndjres of tlie^age _are,.mocke.d,.QUt„i)i.„CDurJ:^ This 
mention of the typical characters of the play may lead us 
.to Jnqiiire exactly.. into, Jqnson’s m^ts. ^We see in the 
’dramatis pcrsoncs very little beyond aSiglicized figures 
'taken from Latin comedy. Bobadill and Kiteley and 
Brainworm a ll hav e the ir._proto.tYpes.in_the,.di:axDatic— works 
of Terence. May ^v.e not say, therefore, that Jonson is 
more of an adapter than of an .indiyidual..dramatist ? Does, 
tins' hot betoiceh ^jataf. lack .of .inventiveness -on hi s part ? 
IMoreover, when we come to analyse the plot of the play 
we find many points wherein the author has fallen short 
o.f his ideal. One ma}'’ suffice as an example. HeJj.cj.iey'es 
in..t]nity of construction; yeX,Every^Man in his H umour 
is.,by-no means an artistic whole. For the first scenes our 
interest centres upon Knowell, for the rest it centres upon 
Knowell’s son. There are in the play, therefore, Jtwo spheres 
of interest, just as there are in the later play Bartholomew 
Fair, and our impression of the play as a whole is weakened 
thereb}'. There can be no denial that Tonson. in spite 
n f-bif^ h jghjir t an d his con stant care, .o ften_pr.oves_h imself 
aftistically^at, f aulj^ At the . same_time..Jiis- skill in ma king 
,th e old hu mou rs' live, his vivid observation of con - 
temporar}^ life, his...penetrat.ing..lnsight into the vices of 
Jiis age,..distii^uish his, .plays..as -well above the usuaWevel 
of the time.(^Jonson is a m£gnificent__jatirist., He„.has, 
just that po^^r of reve alin .sr th e salient featu_res.„and__of_ 
repressinjs : The points not r.equire.d..f,oj:„his..p.Q.r.trait ..3y.hi.ch 
charac.kerjze.,.the.^W-ork.-of ..die....g.r.g,atest., satiric jofd^ 
times,.,, and „.la't^.^, IJ nlike Shake spear e, he ha d the tru e 
satirist’s horror*^ traits which he himself possessed. .Bo^t- . 
ful.and arrogant, he hated boast lumess a nd arrogance ; 
mixing in the amusements of .tavernliTe, he yet hated many 
of the things he saw there. Lik e^the oth er._s atir ists. .heJiad. 
t he pow er of recognizing his own follies and vice s in others. 
Moreover, Jonson was a true dramatist. Some of Jiis later 
^plays may be weak and even uninteresting; but in Every 
Man in his Humour and in the other comedies which rank 
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with this liejdisplay^Jiis-yast_po.wei:.oy,er~aJcmd-of theatrical 
\\:it His pla^-.are-j3ot-\\dtty_aa-ai£-- the-Com edies of th e 
Restorat ion writers, but he is able to get an infinite deal 
oi _Jfuri 'o'ut oL -Stage _sijt watioiL-alhed_.to_characte r^ His 
witticisms are not, to employ French terminology, the 
result of the mot d'csprif, but of the mot de caractcre 
and the mot dc situation. There is a great amount of 
this in the scenes where Stephen and Matthew appear. 
Thus, for example, in Act III, Scene i, Bobadill is dis- 
coursing of his prowess,.-‘and Edward Knowell is leading 
him on, the two gulls listening eagerly. 

Bob. Oh lord, sir? by S. George, I was the first man, that 
entred the breach: and, had I not effected it with resolution, 
I had beene slaine, if I had had millions of Hues. 

E. Kii. ’Twas pittie, you had not ten; a cats, and your owne, 
ifaith. But, was it possible? 

(Mat. ’ Pray you, markc this discourse, sir. 

Step. So, I doe.) 


Another example of the same type of wit is to be found 
at the close of Act IV, Scene 2, when Bobadill draws in 
affected anger. 

E. Kn. Gentlemen, forbeare, I pray you. 

Bob. Well, sirrah, you, Holoferncs: by my hand, I will pinck 
your flesh, full of holes, with my rapier for this; I will, by this 
good heauen: Nay, let him come, let him come, gentlemen, by 
the body of Saint George, He not kill him. 


It is touches such as these which show Jonson as the true 
^amatist. 

Y That Tons,on. m oved into this world of contempor^ 
L ondon lif e onlY_ by slow pradations is made clear by tlie 
lalcC-f Kat the first quarto of , Every Mm in his Humour is 
set. jn Italy with all the characters Italian, and by the 
addrfforTal facts that The Ca s e is Altered is scened in Milan. 
and Every Man out of his Humour is in_an undeter mine d 
l ocali^p mlir characters mainly of Italian titles. Cynthia's 
E^cls has, moreover, its scene in “Gargaphie” and 
Poetaster is set in a fanciful Rome. The change from this 
s pli'ere of fantastic satire to the realistic note of the 1616 
Every~Man~in h is Humour and B artholomew Fair came to 
Jonson onl y~later in life. His art at first was influence d 
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in such' plays a s Lo ve’s Labours Lost in the late sixteenth 
century. 

This is particularly noticeable in JonsoiVs first (extant)’ 
comedy, Tj^JOa^^is^Aller.c.d^ where Juniper’ and Onion 
are made instruments to satirize speech fashions of the 
day just as the various comic characters are in Love's 
Labour's Lost. There may be a. touch of ridicule in the 
romantic plot of this drama, -with its theme of a child lost 
at birth and reappearing to a distressed father and of a 
highborn maiden brought up, in ignorance of her parentage, 
in the hut of a miserly beggar, but after all Jonson got his 
theme from good classical sources, the AuMaria and the 
Captivi. The main interest of the piece, however, does 
'not lie in its romantic episodes; the author’s chief care 
■was given to the more humorous figures of Juniper, Onion, 
and Jaque^ (There may be noted here a frequent failing 
in Jenson’s arl> ©jidy-neo-rGlassical-as -he-isj-and-c-areiul ' 
o ver th e const ruction of his plots, Jie„o£teii.allow.S-lns .personal 
bJt^rness,,..to.>JrLterier.e--Avith~Jiis.--adistij;. Thus in this 
particular play the first scene opens to introduce us to a 
gentleman named Antonio Balladino,. who is readily recog- 
nized as the contemporary poet and dramatist, Anthony 
Munday. "We are led to expect that Balladino will play 
a prominent part in the development of the story, but he 
never reappears. Jonson had had his fling at his rival 
and let him go, careless of the consequences to his art. 

This personal bitterness with less interference with the 
conduct of the plot appears again in jE r^erv Man out of his 
HwnpxiL,. in which unquestionably Clove is meant as a 
satirical portrait of Marston, Carlo Buff one of a certain 
Charles Chester, and Puntarvolo presumably of Sir Walter 
Raleigh.')^ *The plot of this comedy is at one and the same 
time of the most subtle and delicate structure and of the 
most mechanical form. ^ We can see here, as we canno t * 
see in^Shakes peare’s fi l^ysl the wdrlcing of intel lect b el^^^^^^ 
the dramatis />gr.?ong, “and evei^ w hile we admire the she^r 
cleN^emeii irol Tonson’s^inven don.jvve>-£eel~ that there is no t 
here_present that higher imagination which concei ved. J he. 
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more organic unities of Shakespeare’s works . The pre- 
senting of the various humours as outhumoured at the 
last, -and the final triumph that lies in the outhumouring 
of the outhumourer is excellently carried through, so that 
this stands as one of the most brilliant of Jonson’s plays. 
H jardl,v__anv comedy so abounds .Jn-.a:irica.l_cli.cJla_..as„do.c.s 
t his : it is-To ns on’s first real challenge to his contempor aries. 
H e gives us here his weiysnn wn definiti nii-of a humou r : 

As-whe n some o ne_o£cu1i ar nualitv 
Doth jsojigssgss e AJnaq, that it do th draw 
All his affects, his spirits, an d liis powers 
Injheir._ccmflwctions-alljojunijc_opcjiiai'- 
This m ay be t rulv._said-tO-bc-aJjjimQr. 

But that a Rooke in wearing a pidc feather, 

The cable hatband, or the three-pild ruftc, 

A 3'ard of shoe-tie, or the Switzers knot 
On his French garters, should affect a Humor, 

O, ’tis more than most ridiculous. 

So, too, he opens a discussion on the nature of comedy, 
and shows plainly l]is detest ation of the common romanti c 
husinessjaf the age in the words of Mites, who complains 

That the argument of his Comedie might haue been of some 
other nature, as of a Duke to be in loue with a Countesse, & that 
Countesse to be in loue with the Dukes son, & the son to loue 
the Ladies waiting maid : some suc h-cross e woeing. with a Clowne 
to_their..seruing_man. bett er th an to be thus neare ancf familiarly 
allied 'to "thctime, ^ 

and in Cordatus’ answer he displays his own attitude ; 

You say well, but I would faine heare one of these Autumne- 
iudgements define once, Quid sit Comadia? if he cannot, let him 
content himselfe with Cicero’s definition (till he haue strength to 
propose to himself a better) who would haue a Comedie to be 
Imitatio vita, Speculum Consuetudinis, Imago veritatis, a thing jN 
t hroughout pleasant and ridiculous, .a nd accomodated to the ? 
correction of manners . f 

WjthJlvMMc^sJRemJsLlox ison shows a certain deca dence 
UjLJb.is«a^t« His tr^tment of the allegorical and mythical 
material is^_uninspjred _ and pninte^ although the 

opening with its pleasant little ditty sung by Echo is 
charming enough. Again satiiie.of literary oddities. and of 
literary rivals fills almost .the entirety of the play. Poetaster 
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continues in the same strain, Marston as Crispinus occup)nng 
the centre of the story, with Dekker as Demetrius Fannius, 
his second in command. Jonson himself is presented as 
the poet Horace. There are some good things in this 
comedy, but as a whole it fails to arouse in us the interest 
excited b}* a reading of Every Man in his Humour. The 
satire was growing too strong for the author. The men who 
“did provoke” him “with their petulant stiles on every 
stage” had made him forget the best of his art. 

Jonson’s next play, Volpone, has none of this personal 
. j bitterness, but there is instead a marked ^deepening o f his 
’ hatred at the follies and vices of hisjtime. Hardly a single 
character in the whole play is virtuous or honest. Volpone 
himself, Corbaccio, Voltore, Lady Politick Would-bee, 
and the rest are rapacious, licentious, vicious, so that the 
pla}'^ as a whole, although it is excellentl}’^ constructed and 
has a unity of aim finer than that of any of Jonson’s previous 
plays, shows both the gro\\dng_ corruption of the a ge and 
the natural* tendency of the satirist t o , _v i id_en . h^ _ range 
of 'obsefy^tion and to_mtehsify.‘ ih"liis~'6wn mind the-vices_at 
which he merely mocked before. So Swift passed from the 
land of LilHput "to tlie country of the Houyhnhnms. TJiis 
^V'- note o f. deepeiie.d .horroxJs continued inTJie Alch emist and 
in B arth ol om ew Fail', two of his finest comedies. In the 
former all the men are eitlTe’r“'fascalIy' or a\^aricious, the 
women vain and libertine; in the latter Jonson’s lash falls 
with no sparing hand upon the Puritans and on current 
hypocrisy. These ^ane ^ among the best comedies in th e 
Eng lish Janguage, bu tJh e coarsene ss and even the brutality 
of_,jAhsca3!5jater_-.^tyle--deteacL.,considerably_,fronL thdr 
" Ibeauty. Ther.e...is.-notljiere the high idealism of a Swift to 
' atone for the_ug line ss ;d:here is only, the^ raiher^rpugh.disgu 
of a robust but unrefined “vul gar errors . 


(ii) Chapman and Dekker 

Apart from Epicoenc, a singularly bright comedy in the 
midst of this darkness, Jonson’s work finished with these 
plays. His lat^ comedies are all weak and marred by 
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exaggeration and extravagance. In-..thes.e_earHer„j\\Lorks, 
hQwever, he ha d set his m ark_on the. age, _and.Tnany, essayed 
tQ foilo,w.Jiimiajhis- 03 YjiJstjdg. Among these the classically 
minded George... Chapman is no means the least. 
Chapman, was -born about 1560, and was writing for the 
stage in. 15^6; he died in 163/^ Of his plays the earliest 
extant Blinde Bcager of Alexandria, most pleasantly 

discoursing his variable humours in disguised shapes full of 
Conceite and pleasure ( r 596 ; printed 159^)* This is fol- 
Iwed by a series of otliers: A pleasant Comedy entitulcd: 

Humorous dayes Myrth (1597; printed 1^9), ^he 
Gentleman Usher (c. printed 1606), ^l Fooles 

(c. 1604: printed 1605), Monsieur D'Olivc (1604; printed 
i6o6)‘^ast‘-jjard Hoc (1605 ; nrinted in 1605 as by Chap- 
man, Jonson, and Marston), May-Day (c. 1609; printed 
1611), ^te JViddowes Teares (c. 1609; printed 1612), as 
well asihe Ball (1632; printed 1639), written in collabora- 
tion with Shirley. The first of these is a poor work, and 
shows t hestivin influence of the romantic and realistic schools . 
The blind beggar is a certain Cleanthes in disguise,. a noble 
banished and beloved by Queen i^^giale. This gentleman 
seems to have a propensity for masquerades, for in the 
course of the play he appears as a Count and as Leon, 
marrying in these shapes both Elimine and Samathis. 
In tlie end, as Cleanthes, he defeats the enemies of Egypt 
and succeeds in providing his superfluous wives with hus- 
bands in the persons of a couple of kings. An Humorous 
Day’s Mirth shows a slight advance in its well-developed 
plot and interestingly displayed characters. This progres.s 
is still further marked in The Gentleman Uxher^ aj;pjTiedy 
full of humorous ttijes ; the. plot JisjcertainLv of. -t.hp...ixam- 
c omfc sort, 3 .u.t_ 4 he_di:a?jiflj[ijLJiau:jiOJA(^^ 
the^chooJLoJLJonson-. In it Alphonso is an old duke who 
loves ^ Margaret ; the latter’s affections are placed on 
Alphonso’s son,. Vincentio. Vincentio is aided by Strozza 
and persuades Bassiolo, the usher, to act for him. Al- 
phonso’s tool is Medice, who attempts the lives of both 
Strozza and Vincentio. Alongside of this romantic plot 
move the elderly, sack-loving^widow Corteza, the foolish 
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Pogio, and the pedant Sarpego — a character, be it remarked; 
who bears a striking resemblance to old Polonius. 

F ools m arks a culmination in this upward movement. Here 
a scertain spice of poetic fantasy is ad ded to the realistic 
t}^^tmmt^i-^a^thQm^X^cn^£)Xn^ffFaiitonfimoi‘oit7nenos, 
but influenced unquestionably by Every Man out of his 
Humour. The plot is an interesting one, carried along two 
distinct lines. In the one, Gostanzof**the testy old father 
of the gay Valeriof^'who is married secretly to Gratiana, 
and of Bellanordf^beloved by Fortunio, elder son of the 
indulgent Marc Antonio, tries his best to govern his children. 
Plis younger son, Rinaldo, informs him that Gratiana is 
married to Fortunio; nothing suspecting, he takes them 
to his house and there sees his own son Valerio kissing the 
wife. He is further deceived into telling Marc Antonio 
that the girl is married to his son. The other plot deals 
with the jealous Cornelio, baited by the rascally Rinaldo 
and ^’alerio. In the a ttempt to show various humours , 
and, further, in the e ffor t 'td'^iM OHQ se humours oiit - 
humo urfid. . Chapman d is plays clearly his debt to T o nson*s 
Qxampie. Monsieur D’ Olive is somewhat more in the 
strain of The Gentleman Usher, the plot being partly serious 
in its development. Marcellina, owing to the jealousy of 
Count ^'^aumont, has vowed eternal seclusion. So, too, 
because of the death of his wife. Count S. Anne mourns 
constantl}^ in solitude. Vandome discovers that the last 
mentioned is beloved by Eurione, and by a trick he draws 
the two hermits from their self-appointed retirement. 
This serious plot is c oloured constantly bY_the^hurqour 
surrounding Monsieur D’Olive, who is gulled by Rhoderique 
and Mugeron into believing he is a wit.^ In this play, as 
^is^ evide^. Chapman comes nearest to th e romantic t r a gi- 
cpmic str ain thcn^so--mucli -jn f as hioii. The compositely 
writteh -<Eg.y/ix'grd TL oA s a definite return to rea lism._..allied 
tp_a_,mpr.aliziug_J;Dilch., in the presentation of the good 
apprentice Golding, marrying his master’s daughter and 
loaded with honours, and of Quicksilver, rioting his goods 
away and ending in the hands of the watch. The plot i s 
pnLe.-Pi_vice.^dJLoUy.,^ejTOPiJsJimQ^ 


fi' 
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off although not so exaggerated as are those in Jonson’s 
comedies. A sim ilar series of follies and ..Yi ces .i ^ presented 
in' May Day , with its boasting soldier in Quintiliano, a 
brother of Bobadill, its licentious old'^sinner in Lodovico 
and its rascally ser\'ing-men. Widov /s Tears is' 

more interestingly individual. The plot of flus," affei t 
seLJn-Some.^(m3antk--.jr£aha.^s..Jth^ realisti c.^ 

Tharsalio; the blunt wooer, wins, contrary to all belief, 
the newly widowed Countess Eudora, and Cynthia, 
Lysander’s wife, shows a readiness to fall in love soon after 
her husband’s death. T he^two— wo m en are i ntended to 
represent the weakness and fickleness of the female se x, . 
ChapmanXjfeeJingsJn~thiLi£gardJ3eiiig-simiIar-.to-4;hose-of 
Jonson; and his bitterness becomes almost nauseating in 
the tomb scene, where Cynthia embraces an unknown 
soldier in the very presence of her husband’s coffin. The 
ugliness of the scene is, however, 'mitigated by the delightful 
ruse by which the tvife, in imminent danger of being exposed, 
turns the tables nimbly upon her rightfully wrathful 
husband. O f The Ball it is impossible to determine ac- 
curately the portions oT" Chapman’s and the portions of 
Shirley’s workmanship. The theme of the play is slight, 
but the atmosphere of wit allied to the presentation of 
interesting characters in Mr Bostock and Colon, el Winfield 
mark out the play as one of th e be st of Caroline comedies. 
It will be noted here that the general tone of comedy has 
considerably changed from the tone apparent in Chapman’s 
early works. In-gener al. Chapman shows himself one o f 
the_mo st capable dramatists of his time, a trifle heavy and 
rough on occasion, but with a fu nd of humour a nd a class - 
ic ally t rained mind .which can well determine the lust pro- 
pcudiojDSuoLjyiiamajtif^plQL, 

Along with him one -might associate Jonson’s hated ' 
rival, T homas Dekker. one of ^e freshest and most delight- 
ful, if by no means one of the most gifted, theatrical writers 
of the time. Of his comic pieces The Pleasant Comedie 
of Old Fortu m.tus (1599; printed' 1600) i s a charmin gly 
V poetical piece, but his general stAde lav rather tn the dir^tion . 
of realism . This style is to be traced in The Shomakers 
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Holiday. Or the Gentle Craft (1599; printed 1600), in 
West-ward Hoe (1604; printed 1607 as by Dekker and 
Webster), in North-ward Hoe (1605; printed 1607 as by 
the same two writers), in The Roaring Girle. Or Moll 
Cnt-Pnrse (c. 1610; printed 1611 as by Dekker and Middle- 
ton), and in one or two other plays less worthy of detailed 
attention. Th^a,tirical strain is evident in Satiro-mastix. 
QT.JLhcjinirj(^sinn^QdJtIie_. Hmnorons Poet (i6oi; printed 
1602), no doubt the joint reply of Dekker and Marston to 
Jonson’s taunts in his early comedies.. It has been sug- 
gested, and it is conceivably possible, that one or two of 
the finer scenes in this play were penned by Shakespeare 
himself. There is, at least, contemporary record that that 
poet did retaliate to Jonson’s taunts, and some episodes 
in Satiromastix show true marks of genius. Satiromastix 
brings us back to Poetaster and the rest ; here Horace once 
more symbolizes Jonson, but this time Horace is not the 
poet he was in the former piece, but is presented as a 
dogmatic, conceited little versifier who endeavours to write 
by the aid of intellect and a kind of riming-dictionary. No 
more humorous scene can be discovered in the whole of this 
Poefomachia than that in which Horace is introduced leaning 
over his manuscripts in the act of penning an ode : 

O me thy Priest inspire. 

For I to thee and thine immortall name, 

In — in — in golden tunes, 

For I to thee and thine immortall name — 

In — sacred raptures flowing, flowing, swimming, swimming: 

In sacred raptures swimming. 

Immortal name, game, dame, tame, lame, lame, lame, 

Pux, hath, shame, proclaime, oh 

In Sacred raptures flowing, will proclaime, not 

O me thy Priest inspyre! 

For I to thee and thine imortall name, 

In flowing numbers fild with spright and flame. 

Good, good, in flowing numbers fild with spright & flame. 

D.ekker’s.xealgiiIs..Jio3V.ey.e]:..lay-»iotin.s^ew..b ut.in purely-, 
realistic comedy. In this stvle .,he--doe6~^aot~ajLa ll follow. 
t hat of Tonson 7 jT^..i uetbQdJs..not. satiric.j3ut----sv^at^^ 

He has a pe^fi^lv-bcoad-Jiumanitarian-, attitude towarjd 
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life, and his forte lies in a loving description of the lowe r 
world of London . He is a sentimental rea list \vlao^natead 
of seekin g with the satirist f or_lhe-vice£UoiJlf.e._seacches 
f orThe good- This feature of his art .is most evident in 
Shoenm kei ^ H i 9/^ - v >.and in T h-h Rnnnitg GirJ^ The 
first of these, a deservedly popular play, introduces us to 
the entertaining circle of Simon Eyre and his merry shoe- 
makers, who move in a world just tinged with the rosy hues 
of romance. The second presents a contemporary ‘blue- 
stocking,’ M oll Cut-purse, in a sentimental spirit which is 
reminiscent bt the writers of the eighteenth century. She 
is shown not as a thief and a vicious character, but as the 
reliever of the distressed and tlie humble knight (or dame) 
of honour. Nowhere more clearly is the sentimental note 
in the age pronounced. Westward Ho and Noi’ihward TTo 
ar e more realistic in the Tonsonian sense, and are decidedly 
less _entert aining than Dekker’s earlier individual efforts . 

(iii) Later Realistic Comedv 

Tlie Tonsonian style with a n ■added_element_ of intrigu e 
ivas take n over later bv F letcher..- usually in association 

ancT^d already been adopted W,. 
BeaumonLin, one of his earliest dramas, The W ovian Hat^ 
(c. 1606; printed 1607). This is an excellent comedy, 
well co nstructe(Land...possessingLa -?yg? Tyg lacking in many of^ 
even the most realistic of these works. An interesting 
development is seen here in the elaboration of_ what may 
almost be counted a ‘manners* no te in the ch aracter of 
Oriana.^with her airiness, her cleverness, and her wit ;'' 
but the m ain._atm qsphere is tha t of ‘humours .’ Lazarillo.^ 
a courtier’ who adores strange viands, and Gondarino, the 
woman-hater, providing most of the vis comica pf the piece. 
Noticeable are the Pandar scenes, which are reminiscent of 
the brothel scenes in Pei’icles, and .the figures of the in- 
telligencers, who remind us of similar characters- in Much 
Ado. The Womans Prise, or the Tamer Tarn ^S (?c. 1605; 
printed 1647; ascribed to Fletcher alone) is a farcical 
sequel to The Taming of the Shrew. Here Petruchio is 
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carried to London, where he marries an English wife, and 
is, as the title indicates, subjugated by her. In The Cox- 
comh^{c. 1609; printed 1647; ascribed to Beaumont and 
Fletcher with possible revision by another) there is more 
of a romantic note, as there is in T^jjiH 0 jestMmis,F.oriiiiie 
(1613; printed 1647; ascribed to Fletcher and Massinger)^^ 
butjlhe pure...comic.tio,te„reap.p,ears„m_r<EtLF'EiV&oHtJ'linji^3^' 
(c. 1614; printed 1639, ascribed to Fle tc her , alone) . where 
the m anners style_is_in even greater evidence . .Gaiety, 
not Jpit.terness,- predominates in this play, the hero being 
a witt}^ impoverished, and fearless Valentine, who is in 
the end captured by the widow. The anti-matrimonial 
mood, the wit ^d the Jightness of hear t,, differentiate this 
pla}'^ from the Jonsonian model, and provide .an_ inter- 
mediate liiik between the, realistic..comedy_ .of.,i 6op„and.,that 


of i670._J\'Iore of the satiric note is struck in The Scornful 
Ladl e {c. 1615; printed 1616; ascribed to Beaumont and 
Fletcher, with the possibility of a Massinger revisal). The 
Scornful Lady is a well-wrought comedy, although the 
character of the lady, who is loved by Elder Loveless; 
is somewhat strained. The later, stung by her disdain, 
sets out on a vo)'age, leaving the riotous Younger Loveless 
his estate. News of his death is brought home, and the 
rascally brother rejoices. This theme is complicated not 
only by a^,^e,ries_o£Jiuraours,iii-the-persous-jof.J\forecraft 
the usurer, Abigal the wanton maid, and Savil the faithful 
steward debauched by Younger Loveless, but by many 
intrigues. A f te r a_.s.eries.jof jdisguisings and cross-purposes 
Elder Loveless marries the Lady; Wei ford, another suitor, 
her sister Martha ; and Younger Loveless the Widow. The 
play is a cleyer_one,_but shows al l the callo usne ss and vice 
accumulating upon the age. ...We are far now from the 
pTeasant freshness of All Fools or The Shoemaker.^ Hol iday. 
Wir W'TeveYaHweqpiojis X<iate"uhcerHm,” printed 1647 J 
asefibeff'^td’ Fletcher and another unidentified author) is 
eyen m^e JonsonjanJn. style. Here Sir Perfidious Oldcraft 
destines his niece for Sir Gregory Fopp. She eventuall})- 
succeeds in marr5dng Cunningham. The humours of the 
two first named are added to by the clownish folly of Pompey 
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Doodle, the rascality of Witty-pate Oldcraft, the outworn 
gentility of Sir Ruinous Gentr}^, and the obtuseness of 
Credulous. Tonsonian humours of a kind .cpme.into 
L ittle Frenc h '^Lawyer (c. 1619; printed 1647; ascribed 
to Fletcher and ^lassinger), particularly in the title figure 
of La Writt, who, from apparent timidity, develops into a 
braggadocio, but the atmosphere belongs in general rather 
to that of the romantic tragi-comedy. One of the most 
interesting plays of this series is The Wild-Goose Chas e 
(1621; printed 1652; ascribed tej Fletcher alone), which 
shows more clearly than any other play of the'^time the 
de\’’elopm ent o f the manners style . The plot is one of 
intrigue, and humorous cha rac teristics are ”to~b"e‘traci ^Tn 
plenty, but that for which the comedy exi.sts is,..th(^wit-™- 
no longer a wi t of s ituation. _hut.. the , genuine^Ci/yyf^that 
appears in^^ Restoration dramas of a later date. The gai ety, 
the courtly, d alliance, the anti-matrimonial hum ou r of th e 
ll?I9j_SlLpoint_f.oriy.ar.d_tO!_ihe„jate_s.exenteenth_century. 
It was not mere chance that made Farquhar choose to 
adapt this play in his well-known comedy of manners, 
The Inconstant. This air of wit.allied.toJiigli=flo.wjO-theooe5 
epneeming^^honoux; appears again in the tragi-comic Nic e]^ 
Valour or The Passl<iJwJe^£a_dJM.n (? 1624; printed 164.7; 
ascribed to Fletcher and another). Here ^Shamout, the 
Duke's favourite, ha s his mii3d.-fiJled-.-with~just_suchJdeas 
as^occupiedJ;he-jnijDds.«.oflDxyjden!s-.hcroesp The portion! 
of the play in which he and the Passionate Madman appeac 
is more or less serious, but To nsonia n humour is s howr 
plajnly..enough Jn_tlie_figur.ejDjLL^et,- eternally engaged or 
his work concerning the taking of blows. , 

With Fletcher and his coadjutors we are no longer in i 
t he direct company of Tonson. Ton son is Elizabethan im 
his stu rdihessTinhis rob ust attitude toward life. Elizabe than 
e ven iiTTIis horroT ot vice., i n Ffetrhpr wp-pflj3-t.rj i ce- tj pp; 
we akeni ng ^ spirit of the ag e. Humours are cop ied— frorri 
t he earlier-,c pxn^Ies.j3Ut-jiQt--EQr-lthe-j5ake -of satire , vice 
is.i fld.ul ged ■ir i,jf.Qii_i.ts-o.\m"Sake. , Romanticism _o_ccasinnaIly 
is emplo yed to cover over sitnatinns n apsenns 

Above all. pnmpdy i,g moving in p npw- dlrectioa : 
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{ toward T he Cavalier intel lectjg^denian ding something. 
m ore tha n, t he manifestations of the c omic. _exhibitcd_in- 
Elizabethan pla3'S. With Fletcher, as , u:e^ J)aye„„seen, Jn 
/’wit, in callousness, in rennecrimmoralityjwe_are_^ravelling 
jfrom j;.he^largcl)uemotioual,..CQai:ser,_yeti£resher_drama_Qi, 
itlie late., sixteenth .ceiitury_.tQ J:he„borders ,.of„that .territ^’’ 

I which... .Etherege,.. . Wycherley. an d , Congrev.e „made,„tlieir 
^ own,„ 

In pure coined^’’ JPhili p..Massin.ger-s unaided efforts have 
l ess of the ai ry tone infused into Fletcher’s plays. lie is 
^closcn,.£ollo\Ye.r_p„f , J.p.nspn’s sty]e. 'A New JVg y fo Pay 
Old Debts (before 1626; printed 1633) is, indeed, on e of the 
f ines t sat iric dr amas outsidc._of_Ionson!s. senies. Massinger’s 
masterpiece of portraiture is ^rUSilesJUverxeach.,.^ “cruel 
extortioner,’’ who does not cease to live although he is a 
type. Overreach is, however, more individualistically de- 
lineated than the majority of Jonson’s humours, and the, 
ipflueuce.,oL_t]ies(L,humours . is...to._bc seen, more plai nly in 
the minor characters. Greedy, Alarrall, Amble, Furnace, 
Watchall, Tapwell and W’illdo. Deservedly the,ior.ce,jpf 
dialogue^ t he s kjJL in„c.onstru ction , and the power of 
char acteri zati on,, .in. this drama have been unstintingly 
praised by ]\Iassinger’s critics. Massinger’s later comedy, 
The City Madman (1632; printed 1658), has something of 
the same force. Its didactic purpose it shares with East- 
zvard Ho, the ambitious aims of Lady Frugal being satirized 
much as are those of Gertrude in the earlier play. The 
atmosphere of merchant-life is, likewise, in both the same, 
far enough awaj' from Fletcher’s gallant circles. Ther e 
is little here of the sp irit of t he ‘co medy of manners,’ if 
we are to restrict that phrase to the only comedy to which 
it really belongs, the comedy of Congreve.^ 

Among the oth^ writers in this styl e of realism, now 
frankly To nso nian in „i.nspiration,_now.~ni.o.ving_towai:d„the 
later st}^, only a few can be mentioned here, and those 

iSee p. 250; and cf. also An Introduction to Dramatic Theory, p. 
184. The term ‘manners’ is very loosely used by most writers on the 
seventeenth century; examples of tliis loose use may be found in both 
Symonds and Schclling. 



REALISTIC COMEDY & SATIRICAL PLAYS 163 

few treated in a summary manner. Middleton and Rowley , 
as we have seen, may be consider^ together, and it is 
probably the collaboration of these two which makes so 
many of the works passing under the former’s name appear 
so disproportioned and unequal. TM(LjBj:c£UcjiLjCojiicd^, 
called J The Old Law ( i =;qq : printed 1656; probably written 
by Middleton and revised by Rowley and Massinger) ex- 
hibits these in a startling manner. The play as a whole 
is a poor o ne, but there are i n it portions of true comi c 
sjiirit and not a few touches of higher poetic power. Much 

finer is B lurt Maste r=C.onstahlc.. QnJIJic^McuiianlsJilJaJjU- 

vmlkff, (1601-2; printed 1602) with its racy prose scenes, 
but "even this ma}' be regarded as largely ’prentice-work. 
After a further experiment in P-h cenLx (1603-4; printed 
1607), a clear imitation of Jonson’s style, M iddleton passed 
on to pen his most brilliant comedy, A Trick to Catch the 
Old-One ''(c. 1605; printed 1608). There is_n othing,. 4j.g , V 
Here in the characterization, for the types all belonged 
to. , the c ommon_tr.aditiQn of— the stage. T he Humoui^ 
tkerefgffej.:ai.r.e.;qld5=rthe Lucres and Hoards and Lampreys 
and ^loneyloves — but the ^dialQgu.eui s. consistently fresh^ 
and the plots are excellently and intriguingly developed . 
Akin to this play is the truly delightful -5^ Mad World, Ply 
Masf£rs-{c. 1605; printed 1608), again filled with no new 
figures, but- b ustling with vitality and life. All of Middler 
ton’s plays have the same features — this ^sincere^j oy in 
Existence, this love of easily delineated dramatis personce, 
these, many lapses from' artistic refinement. His plavs in 
t heir o^vn wav are typical .of the age . The satiric note 
i s absent here, yet all hk dramas d pal. with vir q, often vice 
o f a callous a nd naiiseating-sort. Lacking the airvJ jgJitness 
of Fle tc her’s refinement, he seems more down in the mire 
of life. and _the.r.eJs_a-jQn_aeaufint_W-ant_^oi_deli cacy jnJbis 
work.... The Widdow (date unknown; printed 1652), for 
example, shows a weakened moral tone in spite of the fact 
that it has been described as “curiously innocent, for a play 
by Middleton.” 

Of Rowley’s own unaided work, A Merrie and Pleasant 
Comedy: Never before Printed, called a Shoo-tnaker a 
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Gentleptan (c. 1608; printed 1638) shows in its subject- 
matter and even in its atmosphere the influence of Dekker. 
A Neu i Won der, A, ]j£pwan.jiezie)\jve>vt. A Pleasant con- 
ceited Comedy (date unknown; printed 1632) is probably a 
revision of an earlier pla^'. Its chief interest is its serious 
and moral tone. The theme deals mainly with the imprison- 
ment of .Stephen, a character Qon.cejj:ed_in...a..jdistmctly 
sentimental stra m. This Stephen, a spendthrift with a 
good heart, is released by Robert, his nephew, who is 
promptly disinherited by his over-righteous father. Old 
Foster. Stephen, on regaining his freedom, marries a rich 
widow, and Old Foster goes bankrupt. In his distress 
the father is aided by his son, and at length, like Lear, 
loses his self-righteous pride in a new sense of humanity. 
Tonson*s influence is clear ly to be ^s^en in many of^jlie 
characters, such as, for example. Innocent Lambskin and 
Sir Godfrey Speedwell; but Rowley felt too the.. impress 
of Shakespeare^ The gilliflowers of Jane seem taken from 
The Winter's Talc, and the Host is a replica of the Host in 
The Merry Wives of Windsor. Thej sfeneral atmosphere, 
however,... is hi s own/ ^yith its inten sely niqmT ^ 
me.ntal..colouring,.'*^f^_i/a^c// at Midnight (date unknown; 
printed 1633) likewise seems fo'be 'a'Tevised play, written 

[ originally, accordingji'^to many critics, by Middleton. JxJs, 
a mix ture of the Torfson i an st yle moving toward the world 
of manners, and of ’’intrigue. Bloodhound, V miser, is the 
chief character; he plans to marry the Widow, who has 
many suitors, but whose husband is eventually discovered 
in Jarvis. Bloodhound’s daughter, Moll, marries Ancient 
Young, and Tim is paired off with Sue., The theme is a 
common one of marriage hunting and marriage deceits, 
b ut the numb er of passages whic h exist for the sake of thei r 
wit alone marlTtlTTs^Lomedy as moving in the same direction 
as those of Fletcher. . 

A comedy more of the intrigue type is given us in Jasper 
Mayne’,s_T/ig Citve Mntr\ (printed 1639), a fair worlfspoilt 
by too many disguises and complications. The only really 
well-drawn character in it is Aurelia, but the scenes wherein 
we are shown how Warehouse is cheated by his witty 
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nephew Plotwell are full of good fun. Infinitely less agree- 
able is Thomas Killigrew’s The Parson’s B ^MhUL (1640; 
printed 1664), as foul a production as can be imagined. 
It would not have been mentioned here save that it forms 
a fitting illustration of the rapid degeneracy of the times. 
There is little wit in the dialogue, and the comedy as a 
whole can make an appeal only to those who place vulgarity 
in the stead of art. An interesting play of a more satirical 
tone is the anonymous Lady Alimony, or the Alimony Lady 
(printed 1659) with its peculiar structure and valuable 
comments on current conditions. T he Anticiita ry (printed 
1641 ) of Shackerlev Marmion has in the midst of its 
atmosphere of humours something of a romantic touch. 

of a Haroun al-Raschid; but the characters of Lionel, the 
Antiquary, Petruchio, and Mocinigo are all conceived after 
the Jonsonian manner. 

Such single comedies of varying characteristics recede 
in importance when we come to consider the re alist i£^wi?rJcs 
of that last representative of the EHzab^ians, -James^ 
Shi^y.*™ Shirley is not always satiric in his art, but he does 
^ollo-W— Lonson, in introducing into many of his plays....?:, 
distinctly contem porary to ne. His very first play, , T/z , g 
S^Jwfiiej^J^OMpkvifiXi, (1625; printed 1631), is in this style. 
A tj-picall^f youthful production, it has ^ inhprp.nt unify, 
but passes from theme to theme in a hopelessly inconsequent 
manner. The main subject, however — ^the fantastic school 
where young_gaJlajitS- are taught to pay the most highly 
flowered compliments — is freshly and entertainingly treated. 
A more artistic construction is to be seen \n .The Witti e 
LaixeJQ.nc (1632; printed 1633), a comedy of considerable 
excellence, and at the same time f ull of ^that / 11 /telle ctualj 
§^antry^yYhick-a±^tsJ3esL.jasfis.Jp_.V^ 

s inks ta^crass vulgarity. The attitude of the sexes tn nn g 
a nother is to be noted in these plays of Shirley a nd in-other. 
dramas of the time. In the Middle Ages the Courts ofi 


lo ve had made of womin ah ideal, something apart from 
irfeT'the 
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Elizabethan period that equality wa s viewed in the light o f 
emotion and passion; but as the age moved forward in- 
tellect came to take the place of this potion, ^and^commoja 
^ense . reigned. Now here, possibly, is thjs...pomrnon-sense 
'andUntellectual attitude toTie'seen'Tnorenile^ir’fHairnn- 

1 • “* .• » i. ■ r- ^ t_»g< >* tuttirrr^ ^ ,.|,^ ♦ — M ^ 

!Shir.ley!s.comedies„of»socialJi£er"’" Cbm e/* says the gallant 
Bowler to Penelope in this particular play, ^T emem be r yo u 
are im perfect_creat ures without a man; be no t you a go^d - 
dess,;, I know you are mortal, and had rather make you 
my companion than my idol; this is no flattery now.” 
The atmo 5 .phere_o_ l Rosalind and Orlando, of Ferdinand and 
Miranda, has become a thing_of the pa st.,^ShirIey.!s,comedi.es 
o f later date all continue in the same strain. Chmmes: 

^ 11 ■ II II M I iim II ■■ m ‘ «i«i II , J.L I M -iL~w.~ i 'r < ~ i *~* ~ I " • * — • i * ~i II » I i " ' ' V 

Qz,l'PjV£jii.aMa2e„{jS22) was deservedly famous in its own 
time, and is noteworthy for the witty ,s atire.^resented 
through the medium of Caperwit. Hide Parke (1632; 
printed 1637) deals again with a contemporary world o f 
wit, and T/ie 1635 ; printed 1637) makes 

cleyer__use 9f^cp,ntemporary_,social.J.ollies. The latter play 
contains an interesting study of a —woman.'.t-ype-Jateju.to 
occup y manv ._CQmedies.;X.eiestina._.h as m any. of th e feature s 
of heroin es. in the comedy o f_manneES. 

Among the lesser ^wxitexiS — ^the works of whom may be 
noted here without much cqpiment — Nathaniel Field^'^he 
actor, and Richard Brome deserve first mention. Field 
had been a performer in several of Jonson’s plays, and' it 
is not surprising to find that humours predominate in 
A Woman is a Weathercocke (1610; printed 1612) and in 
Amends for Ladies (c. 1611; printed 1618). Both show 
thgjnfluence of Shakespeare besides that of Jonson, and, 
charming as are niany of the scenes, it cannot be denied 
that Fiel.d_ has failed to discover a flux which might fuse, , 
togethex^these _sp,__^ elemen ts. His two plays are 

carelessly constructed - and preserve their interest only for 
separate scenes or passages of dialogue. 

Richard Brome is even^ore Tonsonian in his efforts — 
a natural outcome of the fact that he had been for some 
years a servant to the great Ben. Several of his plays 
remained popular successes well on into the eighteenth 
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century, and it is to be recognized that he had no small 
talent for the stage. Most important of all, he had 
c ertain inventive power which led him to draw the Tonsonian 
comedy, as Fletcher did, towa rd_the_real m of the comedy 
of m annej;3. and this in spite of a decidedly coarser style 
and outlook tlian that exhibited by his master. Of liis 
nineteen plays two may be mentioned here, The Northern 
printed 1632) and A Joviall CrewT'Or, The Merry 
Bcggar^^i64i ; printed 1652). The first was Brome’s 
primal effort and shows him, like Field, engaged in the 
endea^^our . to fu se together the satirical strain of . Jonson 
and-some-elements_Qi_r-omanti.c_ferj£Qiir. ThcL-seccmd has 
great interest because of its picaresque them e, which is 
tre ated with all the coarsen es s an d v itality .which such a 
subject usually demands. 

A brief backward glance at tlie general contents of this 
chapter will serve to show that t he Tonsonian satiric comedy 
i‘n itc ptirpcf fnrm dirt.nnf find very ni aiLV. direct SUCCeSSOrS. 
On the otherJ iand.-th£r,e_w£re_ several movements in drama , 
between 1 600 and 1642 which often coalesced ^Yitb..,hi§^ 
stjjleT* There was, first, the fresh comedy of the JDekker 
^j^whifludealLin.a^oijjjeiviat^eiitimentalj^ajiij’^^ 
lives.oLtheJoy\-£t.and,jiiiddlexlas5PS. This form of comedy 
is one of the most delightful that the age produced, but it^ 
was destined to be crushed out of existence by the vice and' 
corruption rapidly growing upon the Cavalier element in , 
society. The comedy of intrigue, too, frequently adopted 
a j iealistic mite ad-o£a_romantic tone.._and_so^erged,with 
t he Tonsonian ty pe. This comedy of intrigue, however, 
dealt usuall}'- with upper-class characters, a nd out of it 
there developed, inspired by the changing tastes and man- 
ners of the time, a sort of comedy of manners, n ot fully 
dissociated as yet from the rougher forms of earlier drama, 
but leading forward toward Etherege. Nearly all the 
reali 5 tic_cQmedi 65 -are marred by coarseness and vulgar ity, 
t lius displaying the_e yiLthat..^yasJ^ro.WJln£J[^po^v^,_through- 
out those y ear5.:-but ■ in spite of that vulgarity we must 
recognize that the r ealism served a good purpo se in its 
• day. ItJielpejlJ:o-l€eep.,drama~cloaeJ:o_re al life at a ti me 
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when many writers were striving bv their romantic plo ts 
. and c haracters to make of the theaffe'^a n artifi cia l and 
fan.tastlc^thin.g._and..its^ver.y.xoar.seDes§^ai,ded. in pfe serym g 
^a ^ouch„o f moral sanit v\ s opposed to the decadent emotio ns 
and lubri city of the "Tords and others who descended to 
the most disgusting and nauseating of sexual emotions. 
The satire in the Jonson dram a di d little good directly in 
the.way-^o,L.mitigating.,the .ab.uses_o.f„the,age,„I)ut,it.pi:OKed, 
a mpst,salutary,elementin..thejy,orld^of ^the thea^e. 



CHAPTER IV 

SHAKESPEARIAN TRAGEDY 

^ROM the above rapid analysis of comedy and of 
tragi-comedy in the first half of the seventeenth 
century a return must be made to the realm of 
t rag edy, where will be found exemplified in varying ways 
many of the tendencies which have already been noted 
in the other forms of drama. This period includes the chief 
works of Shakespeare, and it must be our endeavour to re - 
gard those works for their own sakes and for their impor- 
tance as documents in the consideration of dramatic history. 
The series of Shakespearian tragedies (considered apart 
from the history plays), starts well back in the sixteenth 
century with the doubtful drama entitled The most Lament- 
able Romainc Tragcdie of Titus Andronicits (1594), and 
proceeds through the Excellent conceited Tragcdie of Romeo 
and Juliet (? 1595; printed 1597), The Tragcdie of Julius 
Ccesar Cj^99; printed 1623), The Tragicall Historie of 
Hamlet^riiice of Denmarke (? 1601; printed 1603 and 
(1604), The Historie of Troylus and Cresseidd (?i6o2; 
printed 1609, and as a “Tragcdie” 1623), The Tragoedy of 
Othclt^ (?i6o4; printed 1622), The Tragedie of Macbeth' 
(c, 1606; printed 1623), the True Chronicle Historie of the 
life and death of King Leai^nd his three Daughters (1605 ; 
printed 1608), The Tragedie of Anthonie, and Cleopatrh^c. 
1606; printed 1623), and The Tragedy of Coriolanui^ 
(c. 1606; printed 1623) to The Lyfe of Tymon of AtherCt\c. 
1607; printed 1623). As is obvious, Titus Andronicus and 
Romeo and Juliet stand apart by reason of their date and 
their consequently independent characteristics, while in the 
greater group we find two classes of plays, the Roman 
tragedies and the four masterpieces, Hamlet, Othello, Maq- 
beih^ and King Lear. It may, for our purpose, be most 
convenient to discuss these plays in their separate sections. 
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Titus Andronicus has probably but little to do with 
Shakespeare; if it has large parts from his pen the sooner 
it is forgotten the better. Thoroughl y melodr amajic, . full of 
tl^ most blood-cu rdli ng. horrogs, it conveys iJO-^iddence-oi 
^ settled _iclea in_-ihe....autliQ£s-inind _as_ t o the true nature 
oL tragedy. Its one aim is to shock the audience by the 
niost^horrible means possible, and in this it certainly suc- 
ceeds. Had it not been included in the Shakespeare canon 
it is unquestionable that all critics of the Elizabethan drama 
would either have ignored it or styled it one of the most 
revolting plays of the late sixteenth century, ^s^an 
historicaL,document,».on the other hand, it has its own 
interest. It shows to us the^crude^ tastes _of the spect ators 
o.f_Shakesp,eare’s,.time, for, in view of the fact that three 
quartos were issued before the appearance of the First 
Folio text of 1623, we cannot but believe it to have been 
a popular drama. Love-of.,.cr.ude.'-horrorJs evidently as 
marked a feature of the audience of 1595 as love of 
artistically stressed horror is of the audience of 1635. 
’^*‘)Romeo and Juliet, on the other hand, is a true .wor k of 
.dramati.c_art, even if there are in it many failings due to 
‘the..me^erience of the ..wr iter. Its lyrical pass ion at times 
rises to the heights of ecstasy, and the ymic matter , both 
,of the more refined sort in Mercutio and of the coarser 
"texture in the Nurse, is excellently managed.CZrjT his tragedy 
is o bvjously a young man’s effort and shows the fu llness_of 
Kggg-scence thoug ht and ' passii^ In s pite ofTts lyricism 
iH5..xiL-tlie=fiaj:th. There is no spiritu al message here,jrio 
mental struggles, n o we ari ed e rnotion ^hat almost reaches 
the levels of mysticisni as in Macbeth and in Hamlet. The 
love of Romeo and Juliet is an earthly passion, and tlie 
whole colour of the play is rich wdth those dazzling hues 
which we associate with fifteenth-century Italy. These 
features separate Romeo markedly from the later tragedies ; 
but there are besides these features of difference of even 
greater importance'^y ^ere Shakespeare has not as yet 
formula ted his true tragic spirit. He is filled wl tEiTfly 
lok^OjC^enaigenc^^^ his poetry flows in a clear 

stream of impassioned eloquence; but of higher conception 
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there is none. The trag^edy of Romeo and Juliet migh t, 
aft er a l l, have been a comedy . Mercutio did not need to 
die; little lies between the two lovers and a happy exist- 
ence. There is nothing wrong in their actions; there is 
nothing wrong in their grasping at this 3'outhful passion. 
They are merely star-crossed: fate and -eygn.chance. thwai;! 
tl reir . hest-considercd—plaJ2s. They are mere puppets in 
the hands of a power greater and more majestic than them- 
selvesflSt This form of tragedy of fate is the tvnical tvne of 
Greek drama : but there are tcons between the spirit o i 
C Edtf'Us a nd— th e j spirit of Romeo. The Greek trasred v 
owed its greatness partly t o the awful religious conceptions 
of the time, to the idea of some power or po\\^rs governing 
human' fives and human actions, partlj'' to the fusion o i 
mj)rtal er xor^the inap-ia of Aristotle, with th isJEataLnoszer, 
'\\ h‘th Shakespeare fate as such is simply not conceived ; 
w e do not r isG-ir om a reading of Rouipo and Jiiltet with_.t he 
fee ling th a t some trentendpus power stands over our pett^ 
liv es : we _rJse-wkh ^hf> feplinj o r tl^at some blind .chance, ha{ 
obstructed— dpeds of these two lovers . There 
is nQ_t_the-DrQfau nd maiestv of Greek , d rama leading^f 
emotions .Jhat-ar_e_ f ull of terror and sublimity; there a rt 

leaves Jtg-rebel lious and dissatisfie^ C ^/7;»fn find Jtdirt is s 
fin£j£cnged y .- h utJt j s-, siich figratt . se gf . flie . pnetr}'- J tha i 
breathes in its every scene- Tt is -ShakpspenrR*s_£;:rp ate,sl 

In Hamlet and the other three plays of his highest powei 
this atmosphere is changed for another, in which there is 
evidence that there had come to him ^ ne ^v—conception o l 
tragedy. Here fate may be sugrp-ps ^ed. hut fate causes tlt( 
do wnfa lLo£_aonft-Qf these tragic bernp^; Their fate, afte i 
all , is their own.._and remains their own even while w ( 
re cognize t hat-eac k is fa ced with , peniliar nt^d for hiir 
in surmountable difficulties -. There is. here, th^t ^ to say 
the sa me unio n of £ate ^d human failin^^hich is to be 
discovered in Sopiocles. An outline, even a brief outline 
of tile fundamental forces in each of these four plays woulc 
occupy much more space than this volume can afford 
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These are plays, moreover, with which almost every one 
is acquainted, and it may be sufficient for our purpose 
here to indicate briefly some of the ways in which these 
dramas fall in with the general theatrical tendencies of the 
time. 

Hamlgt, as has been hinted before, is an offspring of 
Kyd’s Spanish Tragedy. Whether Kyd himself wrote a 
tragedy on this theme is uncertain; but we know of the 
existence of a ‘Hamlet’ play at least as early as the year 
1589. Henslowe’s lists inform us that it was revived in 
1594. The probability is that thi.s “Ur-Hamlet” was the 
production of Shakespeare himself and was the foundation 
of the later Hamlet, reworked about 1601 and later revised 
about 1602. This_tjcaggdy.,JJien,j3el.oj3gs_to.Jhe_seri.e§„Qf 
revenge p lay.s-Jiiaug.urated-b.v-ICvd_about-LS8Q. The first 
Hamlet, as we know from the 1603 quarto, possessed little 
of the introspective.-.philosoph)’' of ihe later; in action it 
was similar to the other, but it lacked almost entirely those 
higher qualities which have seized upon the imaginations 
of all ages from the Elizabethan to the present day. Thes e 

i^rospective__meditations ho.w.e.ver.-jwoul d not seem t o 

have b een of Shakespea re’s o wn invention. The play of 
Hamlet would probably have been almost entirely forgotten 
had it not been for the production in 1599 of Marston’s 
Histgry^pf^Antonio (printed 1602), followed 
by /i{ nto nios Reiienge (printed the same year). Both of 
these are crude plays, but together they display some 
peculiar and remarkable characteristics. In the first An- 
tonio appears disguised as an Amazon, revealing himself 
only to Mellida. His disguise is discovered by Piero, and 
he only just succeeds in escaping in the habit of a sailor. 
Mellida flies after him, but is captured; and Piero closes 
the play by pretending to let his vengeful thoughts die. 
The second part is full of torment. Piero treacherously 
poisons Andrugio, murders Feliche, slanders his own 
daughter, and makes love to Maria. Antonio is faced by 
the spirit of his father, and plots his revenge. He succeeds 
first in murdering the little Julio and then gets Piero killed 
in a masque. The plot is incoherent and difficult to follow ; 
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none of the characters are satisfactorily delineated; but 
certain features attract our interest. There is, in the first 
place, the ghost of a murdered father appearing to a son; 
there is plenty of feigned madness; there is a general 
disgust at life; there is the weakness of a mother; there 
is a play within a play; and there are, besides, passages 
which were evidently in Shakespeare’s mind in this richest 
period of his career. It is not too much to say that in 
Autouio and Mclitda we have evidence that the melancholy 
and apparent disgust at the world of which so much has 
been made by the more sentimental and imaginative bio- 
graphers of Shakespeare was nothing more or less than 
a literary pose probably aroused by the success of Marston’s 
dramas. I n Hamlet Shakespeare has taken over the Antonio 
a nd Mcllida atmosphere, and has made it live : he— has,- 
given t o_the— revenge _the me a higher purpose; he^has,^ 
above all, formulated for tragedy a central and a dominant 
ajm . It is peculiar to note that in this play, which seems 
so filled with deepest and profoundest expression of tragic 
thoughts, Shakespeare should have introduced a scene 
which at once links the drama as a whole to the Poctaster- 
Satiromastix controversy. The quarrel between the adult 
players and the children for whom Jonson was at th^ff 
time writing is inserted, without any thought of histor»/7 
cal accuracy, into the midst of Hamlet's meditations — ^Jan 
artistic defect, but one which serves to prove ^ill furthth 
the independence of Shakespeare in this worm of gloongd 
thoughts and suicidal imaginings. ',h 

y ^thello p resents an entirely different set of characteristi-e 
'elements. Here is no gloom, but passion of the most 
tremend ou s, sort . S hakespeare’s central purpose , in tragedy 
is, however, still preserved; once' more the tragedy is a 
vatiatiomon.ajseLlIieme. Othello is notabJc-f- QT its structure , 
a structure determined no doubt by the nature of the plot, 
but at the same time possibly showing.. the .influence of 
the new theories concerning play construction which at the 
time were being put forward by Jonson and others of the 
neo-classical school. Othello has in terjest.jiLQj&Qxa:Jaecause 
o£JtsJiLesi.e.— Hamlet, Macbeth, and King Lear deal with 
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<^princely characters and scenes; Othello presents to us a 
Moorish general, a high-born Venetian maiden, and a dis- 
rtinctly low-born ancient. T he atmosphere of the tragedy is 
!decidedly^gtjr^alj’_and^^ay3-e*.thatjiece.,thej^^ 
b eing exercised on Shakes oeare^some,. influence froj n the^. 
-- group of doniest .i,C--tr,ag.ediesJatei:.^Q...belconsidered^* 

■ In Macbeth there are many problems. The structure 
is not nearly so fine as that of Othello, but in the s wiftness 
o f its opening and in its gradual close it appears almost 
a .cpunte r.parJU:o..,tlieL_other play. The text is certainly not 
so good as that of Othello, and it is possible that we have 
to make allowances for later additions inserted by some 
•“unthinking and sacrilegious writer. In Macbeth we find 
the same cai dimlJtxa£kJdm^. qxempHfie d. this time Jn_die 
figure of__a_jnohle_b.ut„ambitious and.jv.eak:j^llLed_Smttkh 
gener al. Unquestionably the theme approved itself to 
Shakespeare because of the recent ascension to the throne 
of . James VI of the house of Stuart. Topical references 
designed to flatter the pedantic and superstitious monarch 
abound in this play. James had written a book on Demon- 
ology, and so witches appear. The curing of the ‘King’s 
evil’ is narrated at a time of emotional stress quite need- 
^‘issl 3 ^ A plain allusion to the union of the crowns is 
j^^jtroduced into the prophetical visions called into being 
the three weird hags. We can hardly, imagine th4t 
^y'lakespeare drew in all of these because he thought they 
^j^^Duld improve his play; vet Macbeth remains one of th e 
pg.jeatesfc-tragedies»o£alLtime. 

' With Khin Lear w e note a distinct retrogression, in spite 
Q^f many deep' thoughts and a characterization unequalled 
j.n Shakespeare’s other works. For some reason the firmly 
knit structure of Othello is forgotten; and a.j:e.ve rsion_Js 
ina.deJbD-±h.e jpld-£oxmless _technique.o.f the chronicle history . 
There is little of,, the concentra ti.oruQf-.unit¥~.visible in the 
two preceding tragedies, and as a consequence Lear is Ip^s 
of a dramatic masterpiece t haa-.thos.e.^ I t possesses epic 
charactejdstics-tll.-adap ted fo r stage representation. This, 
of course, does not take away from the fact that Lear is 
one o f the greatest _of all works-of-g.enius.:-as,, a dramatic 



SHAKESPEARIAN TRAGEDY 


175 

poem it has never be ea-^urj3assed>--.cven^i£^s-a-dr.ama..it 
has man}" weaknesses a nd jalemishes.— In regard to the 
sujyect this play it may be noted that Shakespeare once 
more seems to have been f ollowing a fashion of the tim e.. 
In the first years of the seventeenth century scenes of early 
Britain- proved immensely popular, probably because of 
the fact that patriotic pride was flattered by the thought 
of ancient Trojan greatness and of British valour. What- 
ever the cause. King Lear, Cymbclme, Bondiica, and others 
of the same type proved extremely successful on the 
stage, the love for such plays enduring to as late a date 
as 1633, when Jasper Fisher’s Fttimus Trocs was presented 
at Oxford. 

Turning to the Roman p 1 ays -w e find no_£e.W£r„pcdi3ts 
of rel ationship.j yith current fashio n. The Renascence was 
parti}’ at least a revival of interest in classical life and 
literature, so that it was but natural that some attention 
should be paid to works such as Plutarch’s Lives. 
Romantic Lsts_.and-classicistsJ3er e met as one . Ben Jonson 
penning his Sejamts and Catiline, Fletcher his Valentinian, 
]vlassinger his Roman Actor, and Shakespeare his Julius 
Cicsar and Coriolanus. 

JMliusXia:sar, derived directly from North’s rendering of 
Plutarch with very questionable hints from Appian’s Civil 
JFars. was written on the most popular of all these Roman 
themes. The figure of Caesar himself, his association with 
Britain, and the tragic story of his death all contributed 
to make this a subject eminently acceptable to English 
audiences. In this tragedy we can discern Shakespeare 
just on_^the bo rders of his greatest and fullest utterance. 
There are many finely drawn characters i n the play; there 
is a certain unity of concep t ion.:, but as a whole the d rama 
just fails to rise to the heights of true tragic dignify. There 
IS, in the first place, t he lack of a central figure. In one way 
Czesar is the hero, yet he does not in person dominate the 
whole play. In another way Brutus is the hero, yet he has 
to share his place with the conqueror. Moreoyer, if Brutus 
is to be regarded as the main figure on whom the tragic 
action deyolves we find that Shakespeare’s conception is not 
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that which is exemplified in his immediately following plays. 
Brutus is not faced with’ a diffi culty he cannot master. 

j">anr»w»r* >ui»w— ■ fi u— nup i»i '< ** ’***^^-^*>*»w*— 

He is placed in a dilemma and acts., in the only way possible 
for him. This difference in idea takes away from the 

C; n»riT—r-i"^ umit-t ran Tnrniifnn iimi nitniiiin ■ imu mi lll^~^ * 

emotion of tremendous awe which is„visible in„the other 
tragedies.. We realize that 




».r> tt ^ u T 


I This was the Noblest Roman of them all: 

I All the Conspirators sane onely hee, 
j Did that they did, in enuy of great CcBsar: 

} He, onely in a generall honest thought, 

I And common good to all, made one of them, 


but_.we.„caj3aot..-summon._UP, Jn.^o.urjselyes. ..the true trag ic 
p^^on_JrLjv:itnessing_.his„f^l. The __same dissatisfactio n 
i s lef tJn_our_.m.inds as when we witness Romeo and Jijlie t. 
At the same time, we may see Shakespeare moving in this 
play toward his final conception of tragedy. He in ter- 
weaves -into the force of - ch a r,acteT _tbe_f.Qr_c e_of _s ,u p er natu ig.J[ 
powers. - Caesar and Brutus meet their deaths throueh 

I I* ■■ l uw i WJ i J << 1. n ■ I ■ 

their own ac tio.ns ,.an,d_ihr.ough^th!e,...actio.ns„,o.f .jo.thcr^rnep ; 
yet there is continually hinted in the pl^ that somehow 
the happenings of this . earth, are related to unseen and 
txemeiidpus-,presenc.es« The warning given to Caesar, the 
apparitions in the streets of Rome, all add to this feeling. 
Shakespear e , has moved from the realm of direct an d 
spme.wiat...cmde-,enundation^to..,thaj:..,oi,.EUdisti.(;„and„subtle 
sug gestion. ,, 

^Leaving Troilus and Cressida for the moment we come 
next to A n tony an d^CleaJiaimy^'wntten after the series of 
Hamlet, Othello, Macbeth, and King Lear, and forming as 
it were a sequel to the first Roman play. In structure 
Antony and Cleopatra belongs to the type of King Lear. 
It is formed on the plan of the chronicle history, and, fine 
as the drama is, one is tempted to believe that had it been 
written alongside of Othello it would have taken on an added 
dignity and majesty of conception. This, it is to be noted, 
is the_o_nly..- 0 .ae_trag.e.d. v._of Shakespeare’s maturity winc h 
deals with t he jheme P-L loye . Love in general is fatal to 
tjiejti:u.e_,teagic.„atmosphej:ert as may be seen in the pitiful 
plays of the early eighteenth century; and Shakespeare, 
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consciously or unconsciously, has sough t_to.-makeJiiarder 
the imp ression of the nl av as a whole by emphasizing the 
es sential nobilit y.,Ql,the her o an d_he.rxijne_atjhe,dose. The 
tragedy lies in Cle opatra’s ill-use of that charm which even 
her critics could not but realize would never be withered 
by age or staled by custom. Nor would it have been to 
Shakespeare’s purpose to have made her merely ajasirhiating 
^'ren^i.in the last scene when, Antony lost, she applies the 
asp to her arm Shakespeare has retained almost unaltered the 
original words of Plutarch, from whose general conception 
of Cleopatra’s character he had in the main consistently 
differed. So, too, Antony’s greatness is revealed to us even 
in the moments of his vacillation. 

Come, 

Let’s haue one other gawdy night ! 

he cries before the final battle which is to undo him; yet 
a moment before he had shown hims elf a v ery Macbe& 
igL..UjsJxue,mai:tiaLent,hnsiasiq, : 

I will be trebble-sinewed, hearted breath’d. | 

Antony and Cleot)a tra will assured ly remain one of the 
m ost tremendous of all love tragedies; yet even S hakespeare 
could no t raise the type to the height of his ot her mastCT - 
pieces. It is beautiful; but it has not the rich glnnn^ " and 
au^st colo uringo J^hiS-Q-t her works . 

If Antony and Cleopatra is somewhat too rich in some 
of its scenes. .CorioIa nuJt^is at times rather austere. 'Qije 
s tructure of the plavJs by no means neo-classical, yet the 
g enera l atm osphere is nearer to Sejanus than to 
C ces ar.. Once more Shakespeare turned to deal with a 
t heme of pride,, even as he had done in King Lear, for it is 
obviously the pride, the love of reputation, and the con- 
t empt of popul ar op inion_of Coriolanus which brings about 
his downfall. He is thoroughly disgusted.a t a nythi ng whic h 
s avours of outward flatterv . as when he declares that he 

- Had rather haue one scratch my Head i’ th’ Sun, 

When the Alarum were strucke, then idly sit 
To heare my Nothings raonster’d, 

and yet he delights unconsciou sly_Jn-tbe_esteeni-in-which 
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he is, and in whic h he feels Jie_oi3ght,to„be,,held. In^is 
he diffe rs irom-the jprais ^ Lea^_but he shares ..Lea^Js 
of _subtlet3^ as'- when he sweeps aside the moderate 
counsel of j\Ienenius, or as when he pours out the torrent 
of his wrath on the senators of Corioli : 

Boy, false Hound: 

If you haue writ your Annales true, ’tis there, 

That like an Eagle in a Doue-co[a]t, I 
Flutter’d your Volcians in C orioles. 

Alone I did it. Boy. 

Corxol anus is the last o f this_gr.eat_group of .tragedies. 
f, Timon , which followed, is manifestly an incoh.e.i:.ent_p£Q- 
duction and almost certainly was tampered with by some 
one after Shakespeare had written it. As it stands, it in 
no wise deserves to be considered along with the rest. We 
are left, therefore, with the strange T^roilus nud .Cr nsuddn. 
The story is a medieval one, but Shakespeare, like Chaucer, 
no doubt received it as equally authentic with Homer’s 
Iliad. This theme has something of the same appeal as 
those of early British heroes. The love of Trojan valour 
goes along with the desire to trace in the English race relics 
of the burning Ilium. I n this play are mingled lyricism^ 
c oarseness, satire, and a seeming pessimism;, but the com- 
bination cannot be used to illustrate Shakespeare’s mood 
at the time of writing it. To present the Greeks as cowards 
tallies with the adulation of the Trojans; to adopt a 
darkened attitude toward life and love merely follows a 
current fashion for melancholy. At the same time, the 
play as it stands is a peculiar one, and possibly Sir Wa lter 
Raleigh’s supposition t hat certain portions of it were 
written about the time when Romeo and Juliet was being 
penned will come to be accepted as tl|e.Jime„.explanatijDn 
of the incoherencies and i nconsistencies of the work. By 
this theory the—jjixtapositi on.. nf fine lyriHr^^sion an d 
o f utter vulgarity m ight satisfactorily be accounted for. 
Troilus is an interestin g, but not a great 'pla y. It Js_ full o f 
the most penetrating thought, vet as a whole i t fails to 
secure that true uni ty_of_imDression necess ary in all g reat 
dr ama w hether-i:omantic,or.xlassic.— 
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Shakespeare’s endeavour in traged}' has thus been seen 
to be broad and variegated, but from, an analysis of his 
chief plays we can perhaps indicate in a summary form 
some of the main elements in his conception of tragic drama. 
(i') Tragedy for him is nnt a thinpr nf Inve . His finest plays 
put love far into the background. (2) It is built up on a 
u nion of character and fa te. The tragic hero ha s th ej Fatal 
apuipTta, yet is ulaced in such circ u mstanc es_that_Jns_.ruin 
i s assured. Violent a ndjsdyJd-actioDJiaJEeLStai^^ 
a longs id e of mental conflict. _ H amlet and Macbet h are melo- 
dramas it we consider their plots alone, but derive t heir 
greatness from the union of thought and emotion with 
action. (4) The tragic hero is placed in a position such as 
n o other character in the tragedy hold s. He become s not 
a^sup,ennan„asLwjth_Marlowe!s-lieroes,-I>ut>aJigure..standijag 
hjgh a bove his companions. 

No one w'as to follow Shakespeare in this line of tragic 
development. No one succeeded in catching the true spirit 
of his drama, although many of his immediate followers 
borrowed hints from him, and revealed in phrase and scene 
and character the influence of his example. 



CHAPTER V 


THE REVENGE PLAY 


H E type of drama of which Hamlet is an ex ample 
proved so popular all through the early seventeenth 
century that a separate chapter is required for a 
consideration of the form. We have already , glanced at 


t hree specime ns-of-tlns-class. T/xg Spanish Tragedy^Antonio 
and Mellidc^'^^d Hamlet; perhaps Alph onsets and The 
Jew of Malta might be included as a fourth and a fifth. 
Before the end of the sixteenth century many dramas of 
this species must have been in existence, but the majority 
of these have irretrievably perished. The popularity o f 
the re veng e play, iA.4n;oj3^bJj:^due^tp_t>y.o_ usual ly 

anta.g.oni.s^c^.to„one..anotlie:^tlie.4:omanticJoy.e. of inciden t 
andJlieyrieqrclassic^desire.,,t.o,ipllo,w,.Gi:eek,andXatin»modds. 


Th e one found s atisfa ction m^ivjUiess^ing j^he dupliciti es 
and scenes of horror which inevitabh^ are associated with 
t his ty pe of dram a; .the_.p.ther_was delighte d _tc)_se e some 
following o f Sop hocl ean and Senecan..mo.dels- In mentidn- 
ing Sopfwcles" it must, of course, be remembered that in 
Elizabethan times knowledge of the Greek dramatists 
was extremely limited. Occa sionally one can trace w hat 
appear to . .be re miniscences of scenes in ..Athenian^-plays, 
/but for the most part the Gree k influ ence was exerted at 
'-"secpjidr-hand. Seneca, a ft er a ^l l, was f or the Eli zahethaj;is ' 
th e classic dramatist par excellence, and from . him _th£.v 
took their r eveng e themes, their , ghosts, and their horrors . 
— Orestjes a nd At reus became di e models for all t he_Hier.o.nimjc).^ 
and Ae Hamlets oOheTageT This d^ ig ht in _the. j.e.venge 
themes may have,,anQther cause.^ciI’fie Elizabethan s, sub - 
co nsciously, were eager to witness the revelatipnjDi._pecul^ 
states of mind , and those peculiar states of mind could 
no where bette rj3e..showji.^hanJii.^plays^Q£,this.-type — ..Xhjqv 
had a strange_lpyp^pljnelanGholy,^and^.meJanchpJy,,is.j)fj^n^ 


i8o 
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a ssociated with the desire for rg ysneie. In all ways, there- 
fore, the revenge form was bound to prove popular, and 
exercised its fascination o n men of such diverse genius as 
Kyd, ^larston, Shakespeare. Webster, and T-Ojurne ur. 

Among the earlier dramas built on this—the me He na” 
Che ttjg ’s The Trage dy o f Hoffman or A Reveng e ^ fpr. a 
Faflt cr (c. 1^,02 ; printed 1631 ) is one of the most interesting, 
if not one of the best written, with its bloody-minded/h'ero 
who fails in his full purpose only through his fatal ,flaw in 
loving a woman who in the end causes his ruin/^ ^hanman 
is another w ho g ave— ^!a^iety to_.the_ tvD.e..jn.. hi s trag edy 
called The Revenge of Biissy D'Awbois^'i^. 1610; printed 
1613), the sequel to'Bussy D’AmboisX^6o4; printed 1607). 
Although n o t__caDnected- with this in the adoption of a 
revenge story, Chapman*s _jDthe r tragedies may here be 
mentioned^T/ic Conspiracie, and Tragedie of Charles Duke 
of Byr^. (1608) and The Tragedie of Chabot Admirall of 
France {c. 1613; printed 1639). The remarkable points 
about these four plays are the choice of themes from almost 
contemporar)' French history and th e peculiar presentatio n 
of character. ^ The _ fi rsL is a fine poetic tragedyj laclcing 
only in a general unity of impression. The characteriza- 
tion of Buss}' himself is well carried out, -although his liaison 
with Tamyra, the wife of Montsurry, hardly entitles him 
to favour in modern eyes. His death seems not the result 
of a human failing, but well merited because of his own 
actions. IiLJJjSU-Sequel Baligny and Clermont D’Ambois 
are displayed as revenge heroes plotting the ruin of those 
who had dispatched the latter’s brother. The plot moves 
forward in a series of hesitating steps. Clermont is arrested, 
but released again. He succeeds in murdering Montsurrj', 
and finally commits suicide after securing the death of the 
Guise. The Umbra Bussy is presented on the stage in 
time-honoured manner, but its crudeness, when contrasted 
with the subtlety of Shakespeare’s method, rather spoils 
the general tone of the play. The Byron drama is note- 
worthy mainly for its delineation of the hero’s character, 
particularly in his last scenes,- and might in this respect 
be compared with Chabot. ^ In the latter Chapman deals 
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as in Bussy D’Ambois with Cou rt_rivalry , and t he.opposirug 
f orces of evil and honesty . Chabot is tried, and his enemies, 
with their corrupt practices, are exposed, but lie dies of 
a broken heart because of the suspicion of his King. The 
theme has interest in t he presentation of a low-born favourit e 
who, instead of engaging in corrupt intrigues and self- 
aggrandisement, is the very mirror of uprightness and 
honesty. The_ olav fails, however, because o f the very 
goo dness of the hero. All of C hapman’s dramas-haveJthis 
c entral deficiency. T ragedy for him is merely a tale of 
opposing forces, erring in death ; it is not the rec ord o f 
^7^~ent¥i^]c ^fllH" p^r ruin consequent on some huma n 
failing^ He has none of Shakespeare’s su btlety, none ^f 

SiTakesDeare’T’Hfgh' odhceptiori" of' drama... 

— - " 

With many yariations the reyenge theme was taken up 
by other dramatists. It appears, for example, in a slightly 


dfsguised and noyel form in Beaumpnt^aind • inetcher’.S The 
^ M aides Tra ge dy (c. i6ii ; printed 1619), a play obyiously 


r eminiscent of Shakespeare, but— sho wing the decayin g 
fabric of t he age. The plot is a simple one. Amintor is 
married by the King’s command to..Eyadne. He discovers 
that in reality she is the unashamed mistress of his monarch. 
Thoughts of revenge surge in upon him, only to be stifled 
at the thought of that divinity which hedges in a king. 
Evadne, however, is herself wrought into repentance, and 
in her horror she murders her lover, only to realize that her 
crime repels her friends from her. Tbp ipterpst in periiH ar 
^ marital and sexua l ^relationships is_Jiere: there . are— the 
I stock cha racters of the later drama jJ:her.eJsJhe.xictupoetiy 
s' sirrFoundih''g ob j^^ themes. " We cannot but confes s 

t hat this is a flnely written play :_b ut-at-lhe-same..t4me^e 
c annot admit that it i s__a_great-tragedy-._J[ts-.atmosphere. 
i n sp ite-j oi the intensity of the passions, is .c lose_t o -tha t „nj 
the romantic_tragir.co. medy. Seyeral other of the Beaumont 
and Fletcher series may also be considered here. The 
weakness that lies i n the direct introducti o.ri of_ tb p_Ri 3 ppr- 
natural and the close association _ betW£&ri—the-„yirnr] 5ls of 
romance and of tragedy in these years is plainly exemplified 
i n Cupid’s Revenge (? 1612; printed 1615), a play of tragic 
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i mport, but wanting entirely Jn . the. jtraie^Diiit-of-tr.a gedv 
proper . Here a Duke’s daughter denies the power of 
Cupid. The god, resenting this slight, comes to the earth 
and causes her to fall in love with _a. dwarf and eventually 
die of grief. The action is furtlier complicated by the fact 
that Cupid, not content with this vengeance, makes the 
son love Bacha, a prostitute, and concludes by causing 
the Duke to marr}* her. The intrigues of this woman lead 
to a universal catastrophe. ' The Blood wJ Brother, or RoU p 
D.uke^ afJtlDmia 4 i 4 ^( date uncertain; printed 1639; ascribed 
to Massinger, Fletcher, Jonson, and Field) likewise deals 
in part with a theme of revenge, and, in spite of an 
in coherence in structu re due partly to the collaboration 
of various authors, deserves remembrance for the character 
of Edith. I n The Trag edy of. J'hicrrv King of France, an d' 
h is Broth er T/tgQrforfif_ . (date unknown; printed 1621 ; attrib- 
uted to Fletcher and Massinger) there is again something 
o f the rey enggjmQtlv.e,_allie d to elements of decadence and 

horro r -Brunhalt is a monster of vice and is angerecTby 

Theodoret's upbraidings. She flies to his brother Thierry, 
and at his Court peace is apparently made between the 
mother and the son. A marriage is arranged between 
Thierry and Ordella, and the mother gives him a disgusting 
drug, Avhich she follows up with a murderous blow to one 
of her sons and a fatal dose of poison to the other. Many 
scenes in this play remind us forcibly of Shakespeare, 
particularly that last passage when Ordella, who, like 
Hero and Hermione, has been preserved by a friend when 
all believed her dead, wakens to utter a last few words to 
the expiring Thierry. The broken, short sentences, the 
phrases "Oh happy, happy soul . . . Can spirits weep 
too? . . . The same still, still your servant,” recall at once 
the Lear-Cordelia scenes of earlier date. How far Fletchen 

had_des.QeodgdiJiP3vjS Ker .>-j. ^ ampJy_eyidenLJLO_t his_wjeal<lM 

c onstructed play. The delineation of character is little 
more than amateurish. Brunhalt being^^anJr hpQssib le monste if 
and Theodoret m ereLv— va p jd. The mu rder nf„thp„Jqttei{ 
i n Act III is un DDg]tDeditate(i..aad~whellv^unexoe6tedT~and 
Hs^last words are simolv foolish. The _tragedy is nothing 
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but a miserable pibce de theatre. Revenge m otiyjes„aUled 
t2jfeMay^lianJntngues„appear;,i.n:;^^^ 

(c. 1618; printed 1647; attribut ed to Fletcher. ,Massjnger^ 
and another), a play of the tragi-comic cast. The characters 
here are again mere stock types: 

*.*»«wvw**^'*** — — ■iiWLi ..ir ~w-«-iiTri— •“**‘***^*'** 

between love and honour: there is 
exaggerated goodness and sensuality 
from the tempting of Oriana by Mountferrat. On her 
refusal he publishes a slander against her and is challenged 
by her lover Gomera. Oriana and Gomera marry, but 
the latter’s mind is poisoned by the treachery of Zanthia. 
The play being a tragi-comedy, reconciliation of a some- 
what unnatural kind closes the action. 

The re3':enge4)lay_jn ev en more, startling .forms c pnti nujgd 
long t o ex ercise. Jts popuk^y^in Jh^ hands o f W ebster, 
Tourneu r, a nd _others._ John \ \ ^bs ter is to be regarded 
as one, of . the , most inspire d piayyvrjghts of tliis period, 
although his_trag.e.^s jillJack^foxcp...and.„concentration-..fif 
purpose. After an early career of work in collaboration 
with others, he engaged as an independent playwright in 
A P hi Its a nd^Jiitaum (c. 1608; printed 1654), an un- 
important piece/ ^/ie W hite Divel; Or, The Tragedy of 
Patdo Giordano Ursini^DiTlie’^'Pratfiiano, With the Life 
and Dcath ^o f Vittoria Coromhona the famous Venetian 
Ciirtiaan (c. 1610; printed 1612), and^Th e^Traacdv of the 
Dutchesse of Malfy (c. 1614; printed 1623). 33 oitixjoL.the 
l attei^H Song-JiO— theJhorror- Dlav tradition, but the sec ond 
a t least is based on the theme of reveng e, and both may 
b e tre ated-toget her her e. The theme of the first is that of 
a woman of more than ordinary power who desires to gain 
for herself a wider and larger life. She is married, but, 
finding this larger life in her love for the Duke, she passes 
to crime. She aims at the death of her own husband and 
of the Duchess. Her chara.c t,enis.-W- ell drawn, and Webst er 
h as ample opportunity for displaying his ■P O.W-er_Q.vfir_the 
da rker side of poetry. The atmosphere of t he_pjayjs_dank 
and_damniy,^ar.k^jj;h^Jdnd»o^y^pE^ 
at moments bv lu rid flashes. o£-Jight. T he wom an figure 
in^the^secGnd-'play-is-no-monster. — .She, a duchess, marries 


there is the struggle 
the j uxta position oX 
^ The plot devolves 



THE REVENGE PLAY 


I8S 


for love a steward named Antonio, and her brothers, full 
of aristocratic horror at the alliance, do all they can to 
break her spirit. She is immured, placed among madmen, 
and finally slain along with her children by Bosola. There " 
i s here s ome approach toward tr u e tragic expressio n, 
a lthou g h the sub sidi ary tranoings o f a melodramatic sort 
bring even the finest scenes of the nlav down” ffomTlie 

I 

of hig hest drama. Whatever de fects we find in 
Webste r’s works, h owev er, it cannot be deniedlhaTT ie'^is/ 
one o f the few dramatist s _of th e time who had a n insis t- 
intp,,d^eJmluanJ3eaI:Luvho~^vas-ableJ,o_de]ineateJnd^yiduJlld 
3tIl4j?PXinerejjJ:o_.sketchJn,r,udeJypgs. ) 

With Webster is usually associated Cyril Tou rneu r, 
w’hose T he Revenger's T r aaccdic (1607) ana T he Atheist’ s 
Traaedie: O r JTJi e hones t Man’s Revenge (c. 1608; printed 
idfi) bring us back to t he more direct line of revenge 
dr amas.. The -first, which was published anonymously and 
has been ascribed b)’- some critics to Webster, is 3,^taie 
trage dy of the r ev enge-horror style. In the very first 
scene Vindice enters, characteristically/ bearing in his hands 
the skull of his mistress, his “studies ornament,” which 
he addresses as 


Thou shell of Death, 

Once the bright face of ray betrothed Lady, 
When life and beauty naturally fild out 
These ragged imperfections. 



Asji play the j ragedy is a good one, developing well th e 
vengeance plannedJjby— tliis_character._but_once-^r e‘'the 
melodr amatic trappings se rve jto_take_a way . m uch of th e 
fi ner spir it of the dram a. Thus, for example, Vindice 
dresses his skull in the garment of a lad)*-, places it in a 
darkened room,’ smears the face with deadly poison, and 
entices in the amorous Duke. The scene has power in it, 
but power of a decadent sort : 

Duke. Piato, well done[.] hast brought her[?] What Lady 
ist? 

Vind. Faith my Lord a Country Lady, a little bash full at first 
as most of them are; but after 'the first kisse my Lord the worst 
is past with them, your grace knowes now what you haue to 
doo ; sha’s some-what a graue looke with her — ^but 
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Duke. I loue that best, conduct her. 

Vind. Haue at all. 

Duke. In grauest lookes the Greatest faultes seeme lesse. 
Giue me that sin thats rob’d in Holines. 

Vind. Back with the Torch; brother raise the perfumes. 
Duke. How sweete can a Duke breatli? age has no fault. 
Pleasure should meete in a perfumed mist. 

Lady sweetely encountred, 1 came from Court I must 
bee bould with you oh, what’s this, oh ! 

Vind. royall villaine, white diuill: Duke. Oh. 

Vind. Brother — ^place the Torch here, that his affrighted eye 
balls 

May start into those hollowes, Duke; dost knowe 
Yon dreadfull vizard, view it well, tis the skull 
Of Gloriana, whom thou poysonedst last. 

Duke. Oh, tas poysoned me. 

Vind. Didst not know diat till now? 

Duke. What are you two? 

Vind. Villaines all three ! . . . the very ragged bone. 

Has beine sufficiently reuengd. 

Duke. Oh Hippolito? call treason' 

Hip. Yes my good Lord, treason, treason, treason. 

[stamping on him. 

Duke. Then I’me betrayde. 

Vind. Alasse poor Lecher in the hands of knaues, 

A slauish Duke is baser then his slaues. 

Duke. My teetli are eaten out. Vind. Hadst any left. 

Hip. I think but few. ^ 

Vind. Then those that did eate are eaten. Duke. O my tongue. 
Vind. Your tongue? twill teach you to kisse closer. 

Not like a Flobbering Dutchman, you haue eyes still: 

Looke monster, what a Lady hast thou made me, 

My once betrothed wife. 

Duke. Is it thou villaine, nay then . . . 

Vind. T’is I, ’tis Vindici, tis I. 

In The Atheist's Tragedy we find a similar atmo sphere. 
dark poetry of a lurid kind coexisting jgd.th^hejcnidest of 
i horror s. The theme, however, is treated in a novel way, 
for, though the ghost of his murdered father returns to 
Charlemont, it is to bid him abstain from vengeance. In 
the end occurs an unrefined but interesting scene in which 
D’Ambville, the. atheist, repents and confesses his sins. 

The revenge play, as we have .seen, became confused 
with the horror drama^nd possiblvj.the^fav.o.^carLJiaxdlv 
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b e dealt with s ep arately, b ut for the purpose of tracing the 
main tendencies in seventeenth-century dramatic art it 
may be ivell to make some quite indeterminate division 
between the two types, while bearing in m ind the fact that' 
man y reve nge p lays . exist— mainl y for t he_sake''‘ or' tnerr 
torm enting scenes and ma ny purely horror dra mas include 
some strains of revenge moti ^T" "" 
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THE HORROR TRAGEDY 


"^HE title of this chapter may to some appear a trifle 
arbitrary, and it is to be confessed that^not all the 
plays here treated display the same characteristics; 
indeed, one may go farther and declare that not even all 
of them deal fundamentally with torment and horror. 
At the same time, this title seems best to indicate__briefly 
the main tendencies opefatm^’upon the minds of many 
dramatists of the period and to delineate ^a^general mpye- 
ment toward a weaker form of dr ama. The chief point 
in common among all the plays is t he presence o f a som.e- 
^vhat decadent mood and introdnction„.of_phvsical...torture 
in and for^itself. In King Lear, ior exam ple, the blin ding 
of^loucester can be "'dramatically justified; in mo st o f 
these horror plays the scenes ,„of,J:orment do not further 
i ll any wav the de vel o pment of the plot. Moreover, in 
nearly all of these tragedies there is no^^attempt to sec ure a 

• donuna nt ton ej. _path os i s emDlo vjed_f requentlY._,ahd , .there 

• ar e’ the attemjits^at .noveltyjn Jl^^ of .the_Co.ur,ts 

dT'Rdman emperors, as in Fletcher’s The Tragedie of 
Valentinian (c. 1614; printed 1647), or those of Italian 
dukes, as in the plays of Massinger, or those of more roman- 
tic potentates, as in Beaumont and Fletcher’s Philaster (c. 
1610; printed 1620). Of . true tragic expression in them 
there is, however, but Httley^ 

■ Mass i nger ’s^ our T^\a.y^Th^^jiJie^o.fJ^diIIaiue (printed 
1623), The U nmturall Combat (b efore 1623; printed 1639), 
The Ro»ig»^ct or ( 1626; acted 1629), and ‘ 
i l?arf 7;i^(j:620 ; printed 1622; written in collabo'ration wiSi 
Dekker) , ma y be regarded as some of th e_bes.t_dramas...Qf 
a type betweenJ:he,Shakesp.earian...an(Ltlae-.deGadentdi05jpr 
scK^ji,^ The first contains a truly terrible v illain in 

Francisco — one who can cry : 

‘ — ' 188 
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Then we Raigne alone, 

For with this Arme Tie sv/im through Seas of blood, 

Or make a Bridge, arch’d with the bones of Jlen, 

But I will graspe my aj’mes in you my deerest, 

Deereest, and best of Women 

a threat which in the play he puts into execution; it 
contains, too, aj;cpneLoljioxcUioxr,QrJn_t]ieJast„act,„^Y.hen 
Francisco.wdaubS-the_ ch eeks and lips of the dead M arcelia 
with.pp.ispn„and so contrives the death of Sforza. There 
are s ome to uches.. of. psycho logical, jiisight,.in the play, but 
Massinger, as critics have often pointed out, does-„not 
really know men an d w omen . His evil an d his good alike 
leave ^s cold, sp_that„Marcelia_and JFxancisco, . Eugenia,^d 
Sforza, j:emam-jiiore_otJessJ-£fbless,.p.uppets. No less of 
horror is introduced int(V^7i<? Unnatural Combat, a play 
which adds to t he hor ribl.e.m.urdciLQf-a_son..bv_hisJ[athe.r_the 
still mor e ho rrible..theme,jo£JncesL^ The play is one long 
serie s of to rments^suddenly cast into pro f ounde st.g]oom,A£ter 
that last flash ofj+ghtning which destroys the unfortunate 
Malefort. InVT/ic Roman Actor the scene is changed to 
Rome of the days of Domitianus Ctesar, with a hero in the 
actor Paris. Without the employment of horror of the 
kind introduced into the last-mentioned play Massinger 
succeeds in conj uring up an atmosphere of equal darknes s, 
of.j:prruptiQn^,and.pJLdi^gjist, Spectacular effe cts^ are freely 
employed, as in the last act, when there is heard 

' . A dreadfitU Musiche sounding, Enter Jnnins RiisHcius, and Pal- ‘ 
phurins Sura, With blondie swords, they wave them over his 
head. Cccsar in his sleepe troubled, seemcs to pray to the 
Image, they scornefidly take it away . . . ' 

followed by "Thunder and lightning' The best scenes in 
the play are those in which Massinger’s gift for rhetoric 
is allow'ed freest play, those when Paris pleads for his 
profession ; but as a wh o le, the tra gedy does not rouse in 
us the deep est-emotions. 

The Virgin Martyr is at once a more interesting and a 
more peculiar' play. I t abounds in t ortur-e-_andl.death.. 
but the ch arac te r of Dorothea . is well drawn, and the 
‘.Christiani-sentiment--removes-the tragedy partly from the 
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: regular line of dramatic development. In its se tting of 
; Roman d ecadence, how ever, in its scenes of to rment inte r- 
! r nixed with the hurn ours^oi...Hirclus and Spungius, in its 
employment of supernatural forces (Harpax, an evil spirit, 
follows Theophilus disguised as a secretoy), it belongs to 
the same tradition. 

Among the plays oi .JAid dX&ton' - The Changeling (1632 ; 
printed 1653; written in collaboration with Rowley) 
stands out for its villain De Flores^o ne who has an in - 
- diy idualky^of his own and i s not merely _a_stp_ck Jype,... The 
• story„un folds. itsdi-admi.rably. In order to marry Alsemero}-* 
Beatrice- Joanna commissions De Flores to murder Alonzo*' 
Piracquo. The murder is executed, but De Flores demands 
his reward. Beatrice shrinks from him : 


Why ’tis impossible thou canst be so wicked, 

she cries, 

Or shelter such a cunning crueltj'. 

To make his'death the murderer of my honor. 

Thy language is so bold and vitious, 

I cannot see which way I can forgive it with any modesty. 

His reply is c3'’nical and adamant : 

* Push, you forget your selfe, a woman dipt in blood, a nd 
talk of m odesty. ‘ 

Be^. 01ni?efy"of sin! would I had been bound 
Perpetually unto my living hate 
In that Piracqna, then to hear these words. 

Think but upon the distance that Creation 

Set 'twixt thy blood and mine, and keep thee there. 

Dcf. Look but into your conscience, read me there, 

'Tis a true Book, you’l find me there your equall. 

S omething of the g .r.andeur-,ojE__Shakespear-e-s-art enters 
into tliis work. Before the indulgence in her fatal error 
—Beatrice feels a premonition of evil. Looking on De Flores, 
she realizes subconsciously to what he will bring her : 

^ ^ ^.1 never see this fellow, but I think 

BUf some harm towards me, danger’s- in my mind still, 

I scarce leave trembling of an hour after. 

The next good mood I find my father in, 
rie get him quite discarded. 
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Peculiarly enough, too, th ere aupear in this plav. dra matic 
t ouches -su ch— as-^liakespeate-Jaie.\V-how to use. In the 
scene where De Flores murders Alonzo we get, for example, 
that passionate repetition of a phrase which is so marked in 
Macbeth and in Antony and Cleopatra: 

Alon. I am upon’t. 

Dcf. And so am I. 

AIou. Dcf ores, oh Dcf ores, whose malice hast thou put on ? 

Dcf. Doe you question a work of secresie ? I must silence you. 

Alon. Oh, oh, oh. 

Dcf. I must silence you. 

In many wav s ThcJCha naeliiw is on e of the nrofoundesfa 
trag edies ou tside of the Shakespearian canon. Evildoi^'’ 
nates JlLi-hnt it--fs--c\ul~tbat_hr.eeds. e^^ and c onsume s^ 
i tself in _itS-.D-W.n— villain y at the end. MlTlFoujcn Beware"^ 
Women (1612; printed 1657) Middleton again essayed a 
study in this kind. B eyond the figu re-oi- the Cardinal ther e 
i s hardly an ho nest charact er in the whole drama . The 
Duke of Florence, who falls in love with Bianca, the sensual 
wife of the poor Leantio, is a mere voluptuary. Bianca 
herself is absolutely unprincipled. Leantio is selfish enough 
to keep both his wife and his mother in want, while later 
in the play he succumbs to the allurements of Livia. A 
characteristically fine touch in the tragedy is that whereby 
the Cardinal, in all honesty reproaching the Duke for his 
association with Bianca, merely brings thoughts of murder 
into his brother’s head. It is not too much to say, viewing 
these plays, that, dark n s-A'Ii ddleton’s atmosphere is. he i 
c omes as near to Shakespeare in tragic conception as do [ 
any of his contempor aries or followers. • 

Of the horror school proper, however, from which we have 
deviated slightly in this consideration of Middleton, Fwd 
a nd Shirley remain the chief and culminating figure s. In 
■' t he former’s four tra gedies. The pavers Mela^holyH^28 ; 
printed 16291, ^Jhfif Broken Heart (c. 1629; printed 1633), 
Lones Sacrifice (je. 1630; printed 1633), and Tis Bitty 
Shees a Whore^c. 1624; printed 1633), we are thorou ghly 
immersed in the world of romantic decadence. Ford has 
a feverish imagination: he may be a Shelley, as some critiFs 
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His 

love of dismal incident and nauseous sexual relationships 
• mark him out as a product ._o i an'age of degeneracy . His 
first plav^ i|,^£9gkccMdyj.,£astitL,a^^ 

(Famagosta in Cyprus) and, replete with impossible and 
fantastic adventure. The interest in melancholy broodings 

I II I iiiiii I II I i ~ ■ I I II I ■! ¥ 1 i iin » > I F I II I I w I 

and the general atmosphere of the piece relate this play 
more intimately to his tragedies than to the rest of his 
work in the tragi-comic strain. The nie ce is long=(ka.Avn 
out and fra nkly artificial, while the scenes where Thamasta 
falls in love with Eroclea disguised as a page make none 
too pleasant reading. This interest in strained states of 
niind is revealed bv Ford in all his p lavs^ The Broken 
Heart deals likewise with a couple of lovers, Orgilus and 
Penthea, divided from one another by Ithocles, who has 
made the latter marry the foolish Bassanes. Penthea 
determines not to be false to the husband she loathes, but 
pines away and finally dies. Meanwhile Orgilus plans his 
revenge, which takes a novel form calculated to appeal 
to the spectacle-loving audience of his time. Ithocles is 
caught in a cunningly designed chair, where he is murdered, 
and Orgilus, confessing his guilt, is sent to death. It is 
not to be denied that the play j5sp.taiss-^QOT&«pDW,ei;^i^y 
affecti ngr^slt-uations. as when Calantha learns of ^he deaths 
of her lover, her friend, and her father, but a s a whole ,, itjs 
fetid and fa ntastic. Its unre alilv-J[s-onLv-Jntensified-~bv 
the whimskal catalogue of interpreta tion^which Ford saw 
fit to append to his romantically named characters. Ithocles 
is the Honour of Loveliness, Orgilus is the Angry One, 
Calantha is the Flower of Beauty, Penthea is Complaint 
— so the list continues for the yvhole series of dramatis 
persona;. Revenge of a different sort is infused into the 
theme of Love’s Sacrifice, a triangle drama involving Bianca, 
her husband Phillippo Caraffa, the Duke of Pavy, or Pavia, 
and Fe-fnando, the Duke's favourite. The story is told. 
withMull panoply of spectacular incident, as when a “Tomb' 
is opened” . and Fernando steps forth in “his winding 
sheet.” A masque is employed, as v^ The SMuish Traaed,y . 
to accomplish the revenge plot, f^ ^l the . paraphemalia_Q£. 
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c;!d;en 3 alJ 30 n:Qr.--aiid^innei;:~ii:giizy.^^ wrought 

into^one impassioned, but half madly impassioned, tragedy. 

\J Tis Pity. i s possibly Ford*s greates t,_as- it is his most d is- 
agreeable.ji laA:.. The love of the brother and sister, Giovanni 
and Annabella, is not treated in any high poetic spirit. It 
is frankly s ensual, and Ford , sppttis to tplcp n 
d elight in d epict.ing.^.t. Nor is the sensuality clothed i n 
r ich poetry as is the love of . R omeo-ancLJ ulie.t;*i t,. js_un- 
ashamed , „fo r alLthe-WiaJtlix>£jiclvAVX)rds.us£d. The terrible 
scene in which the two lovers fall on their knees in a frenzy 
of amorous passion has sometliing of lunacy in it, and 
decadent _thousht is all that can explain the even more 
terrible scene at the opening of the second act, in which 
Giovanni, with all the callousness of a degenerate age, 
informs Annabella that she must marry. Possibly audiences 
of' the time found sympath)’ for the guilty pair; if they ■ 
did and pitied Annabella they could do so only out of their 
own diseased imaginations. The \vheel in Ford has come 
full circle. The m an ly tem per_jr>f ,t.hat.,.ap'e which-saAV-tfae 
battered shins of the Armada scudding he lplessly ■norih- 
Ttvard. that age which produced Shakespeare 'and _Spen ^ex , 

. degenerate^' 

thought, of maddened., sensuality. From the dramatic 
point of view, also. Ford’s dramas reveal the weakened 

upon the stage have no d ramaU(Li)UJ33ose4l]they--aie!.Jhe»z 
merely to arouse feelings of cu riosity_aii(L- thrill in the 
h earts of a jaded p ublic... So, too, in his treatment of 
minor characters. The weak-witted Bergetto in ’Tis PHy 
meets his death by a stab in the back, and somehow hi^ 
murder sends an emotion of dissatisfaction through us; 
t he murder is not dramatically ju stified . as- jQr_example. 
was the murder of ’Bo lonm&.iniHauilet. The__a.udience_and,j 
t he dramatists alike had forgotten what was necessary in a| 
masterpiece of theatrical .a d:. ' 

^irlev’s p lays are le s s full of lu natic-frenzies .thap.Ford’s, 
but they too show the decadence of the time. Six tr^edies 
of his have come down to^ The M aides Reveng^‘^626; 
printed 1639), The Traytor (1631; printed 1635), Loves 
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Criieltie (1631; printed 1640), The Dukes Mistris (1636; 
printed 1638). T/i^ Polititiani? 1639; pointed 1655), and 
The Cardinair(i64i ; printed 1653 ^ set o£ SLv New 

Play^.^vith separate title-page dated 1652). Only two of 
these, The Traitor and The Cardinal, are familiarly Icnown 
to-day. The first of these two is^s 4 t in a Court of Italy, 
the second in a Court of France. The Traitor \s a st orv.j3f 
wil dla nd criminal ambition „C£ntring round I^renzo (the 
historical Lorenzino de’ Medici), who is represented as a 
villain engaging both the Dulce Alexander and Schiarra 
. in his intrigues. The play . ends with a wild “heap of 
tragedies,” to use the words of one of the few surviving . 
characters — Schiarra, Amidea, Lorenzo, the Duke, and 
Petruchio all lying dead upon the stage. The finest scene 
possibly is that in which the dying Schiarra argues with 
his sister Amidea and in the end stabs her with his dagger. 

It cannot be said that this is not a skilfully constructe d 
play; but there remains, as with &11 of these dramas,^ 
sense of dissatisfaction. It is like “a tale told bv an idiotf^ 

full of sound and fury, signif ying — ^nothing .” ^he 

'^Cardinal is likewise a story of murder and inhuman cruelty . ' 
The title-fig ure is a vill a! n_oiJnhuman proportions; full o f. 
lusX.andJ?ioQdlliixstiness.---Hjs~wor,ds.^e.-cahii.an(Lc.ynif:|ill 
but in„th eir very c almness unnatural : 1 

I ’Tis in m'y brain already, and it formes 
Apace, good, excellent revenge, and pleasant! 

» She’s now within my talons, ’tis too cheap 
|A_sa tisfa ct ion for Cohtmbo’s death . 
iO nly to i Tfl T her bv so ft charm forc e, 
jl ’l rifle first her darl ing_chastity , 

I’T wil be af terjiimejenough...to-povson-her. 
lAnd she to th’ world be thought her own destroyer. 

As I will frame the circumstance, this night 
All may be finished; for the Colonel, 

Her agent in my Nephewes death (whom I 
Disturb’d at Counsell with her) I may reach him 
Hereafter, and be Master of his fate. 

, We-^iarvc our Conscience lahen tve thrive in State. ' 

All the characters seem to have become accustomed to a 
world of extraordina r_v_crjmLe._an d poison is a s,jnatural‘ to 
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them as eating or slee p,. Thus we listen to the words of " 
the Duchess : 

And yet 

He says he loves me dcarl}', and has promis’d 
To make me well again, hut T jnL.aIcaJd^ 

One time or other h e will give me _.p.oyjson. 


Ths-j^-v-or-dinariness-of-lhe ph rasing arouses in our minds 
a sense of distrust and of disbelief. None of Shirley's other 
tragedies rise to tlVc height of these, pitifully as these are 
below the tragedies of Shakespeare. Stock t^ ' pes p e all 
that appear in the melodramatic Portuguese story of The 
Maid’s Revenge. In LjmdsSyndiy, on the other hand, we 
reach something which is more than a mere pla y of lub ricity. 
The_tragic.cfciioj(C 3 Jic/ifJf.oll 03 ysJogically on the fatal weak- 
ness of Clarissa, and tha_characters, while not being pre- 
sented with any highly individualized traits, are-&ufficiently 
intprp!; im£r '._iQ...mak&. thi s tragedy of woman’s curiosity 
almost unique among the later dramas. XJ^-pla-y-shows 
thatJt_i s not precisely the dealing with sin that makes t he 
tragedi es of Ford and the other s weak and even disgusfing, 
but the real lack of a true conception 01 tragic passi’diTand 
purpose. 

It is perhaps unnecessary to detail many of the other 
tragedies which follow in this line of development, but one ■ 
or two of the later plays may be briefly indicated fdr their 
bearing upon tlie dramatic, tendencies of the- time. The 
Fat al Co vJj-jcLct (date uncertain; printed 1653) of William 
Heminge^he son, it is said, of Shakespeare’s fellow-actor, 
has an interest in its choice of theme and in it s treatmen t 
oiaullaiiu',^but hardly rises to any great levels of art. Sir 
John Suckling’s Aalg jtnL. (printed 1638) and Bx ennoralt 
(printed 1646) must occupy a few lines of comment because 
of their popularity, partly, it is to be suspected, derived 
from the esteem in which their author was held as a literary 
man. The>.first is a rather poor romantic production in 
which a universa l._massacE£jbefalls. th&_characters_ln the 
fifth act. True to the spirit of the age, however. Suckling 
rnrote an alternative conclusion to his play, in which, by 
the use of some ingenuity and at the cost of a good deal of 



BRITISH DRAMA 


196 

verisimilitude, these same characters are preserved alive and 
'• happy. An- equally mythical Fola nd-is-ihe settini^ forJJie 
l argely political tragi-comed y_ of Brennoralt, in which Suck- 
ling shows a considerably gTeater„poiTOrlOTir.~play-conatry 
tion and Jtnanagement ..of_ chaiacter. 

iJp.r.r-or_.of„a_prjniitive kind appears in A Tragedy called 
AlZsJLo.sLky„lMst (c. 1616-9; printed 1633) by Wil liam 
Rowley. The theme is improba ble, but so me o f the scenes 
a re powerfully man aged. The alliance of the father of 
the deflowered Jacinta with Mully Mumen is well wrought 
out, although tlierinhuma n tre achery..,of__,theJM[oor leaves 
us, in Jonson’s words, “somewhat costive of belief.’’ Nor 
do the horrors end with the Moor-Jacinta plot. The low- 
born Margaretta murders Lazaretto by mistake and finally 
commits suicide, while her bigamous husband Antonio 
is fatally wounded. Finely as some of the scenes are 
planned, the lack of a central purpose in the p lay^ destroys 
its general effect. 

For the sake of the author, Sir William D’Avenant’s 
two plays, TJhe.Jjjjg.ejd.yjof^lboz'ine^ King of the Lombards 
(written 1626; printed 1629) and The Crii ell Broth er 
(1627; printed 1630), may conclude this survey. Both are 
gloomy and murderous dramas, where lust, ambition, rapine, 
and violence fill out gruesome stories. In these tragedies 
D'Avenant shows himself the follower of Fletcher, Ford, 
Webster, and Shirley, steeping himself in the atmosphere 
of lust and criminality before he rose with others to the 
heights of artificial love and honour. 

Several other plays there are, such as the anonymous 
Second Maidens Tragedy (1611; extant in manuscript and 
printed in the Malone Society publications) and Nero 
(1623; printed 1624), which display features calling for 
attention; but these features are all confined to individual 
scenes or characters. Even the best of these plays are 
marred by serious blemishes, and nearly all show the same 
series of thrilling or revolting situations, of unnatural . 
climaxes and catastrophes, and of stock . characterization, 
Here the roma Dtlc-dj:amaJiasuJiin..hQtiel£ 5 sly_to_seed. 
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THE DOMESTIC DRAMA 

R E4QiiiDJK!-Jto-,the-juood_o£,arlificiaLtragfc,CQ 

and of equally art iiiciaLblood-and-thunder tragedy 
piav be found in the school of re alistic . dramatists 
\vho strove to express their ideals now in the realm of the 
comic theatre, now in more serious dramas. It has been 
already pointed out, in the brief notice of Arden of^ 
Feversham, t hat realism o f ..this,. sort_NV.as-an. ■i nevit able 
ouJcome~of~the-JXimaiitic.JJieatre. Just as the Romantic 
Revival of the early nineteenth century led toward the 
excessive simplicity and naturalism of Wordsworth, so in 
the early seventeenth century the bizarre and florid fea tures 
of the Fordian and Shirleian trag ed ies exist alongside of ‘~' 
t he crude simolicitv of the realistic plays; and _both_ar.eLJo 
be re garde d as rioririal developmeuts^i-the-Qn(^,CiDly--balf- 
co nsciou s , , t heor y of artistic expression . Both are opposed 
to the chill, the calm, and the unnatural dignity of the neo- 
classic stage. 

In the field of domestic drama the early seventeenth cen- 
tury i s not great^- it produced no single masterpiece w hich 
might serv'e as a model for future writers. At the same 
time, in this period wer e written a numbe r of plays which , 
while l argely experimental and c onsequent ly tent atiyg . ■ 
formed a basis f or—tlie-develo pment of bourgeois drama 

i n_ the eighteenth and,. ninpieej3th--jentades. Arden of 

Fevershani, in spite of the fact that it lacks a broader spi rit 
and universal a Dneal.Js a well-written drama, and the work 
of Dekker and of Hey\vood in this particular genre is by 
no means to be neglected. Before glancing at one or two 
of the typical productions in this style it may be noted 
that here we possess the one unquestioned contributio n 
of th e English stag^ cLtlieLdr amatic form in general^ ' AYter 
all,’ Shakespeare inaugurated nothing entirely new in’ the 
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' world of the theatre; the Spanish drama was as romantic 
as his. In t he domestic tragedy,,, on ,the...other-.hand. there 
i s so mething, distinctively novel. • Not France or Italy , or 
Spain, leaving out of account Rome and Athens in classical 
times, had ever dreamt of a serious play which should be 
contemporary and topical. The importance of this fac t 
becomes evident when we consider that t he boin’peois drama 
our own times the chief me ans of expressio n 
fpijLagic^pIa^avxigJits, 

The first appearance of a truly great play of the crudely 
realistic type after the production of Arden of Feve 7 -sham 
was A Yoi’kshire Tragedy. Not so New as Lamentable and 
if lie (cx/i’ooo; printed" 1608). This work, which contains 
only ten scenes , was part of a larger whole entitled 
Oji&r.u}X^-JE.ojirje-JLl aies in JDjie.^ a performance no doubt 
similar to Beaumont and Fletcher’s Four Plays, or Moral 
Representations in One (date unknown; printed 164^), 
c onsisting of several short nieces b ound_lQget her, . hy ..sdjjtp, 
slight common _ti&. This type of performance, decidedly 
anti-classical in tendency, was popular in the last years of 
the s ixteenth century, as we know from Henslowe’s 
Diary, and preserved its p opularity in D’Aven ant’s T he 
Play-Hou se to hej^ett (c. i6B^; printed 167^ and in Jacob’s 
The N est of Plays (1738^^ The type of performance may 
still be -found, althqugl>Without the common i:ie, in Grand 
Guignol repertoires.^' A„Y.oik^hij:e.frxagedy-isi on the title- 
page, attributed to Shakespeare, but most critics are agreed 
in finding nothing of his hand in the drama. It is peculiar, 
however, that both of these early domestic tragedies should 
have been given to him, one by a contemporary printer 

^ and the other by a critic of the eighteenth century. The 

■ husband of this later pla y is a powerfu ll y delineated type, 

■ and th e .crude realism of the work is g iven somet hing of 
a monumental tone bv his villainvy repentance, anoBna l 
se ries of ghastly m urders. There is an advance here on 
the characterization of Arden of Feversham, and there 

i seems, in spite of the shortness of the piece, an attempt at 
securing some broader a nd lo ftier a ppeal . 

Between the appearance of Arden of Feversham and this. 
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drama ^ not a few works of a similar t)’pe, but pf a lesser 
value, had appeared. Records of what were evidentl}^ 
bourgeois tragedies now lost are to be found in Henslowe’s 
Diary; and besides these bare records^ere have been pre- 
served an anonymous drama styled A -astruing for Faire 
Women (printed 1599), 'Robert Yariugtonls ^ Two Lament- 
able Tragedies (printed 1(^1), as well as ^^Tiomas Dekker’s 
T he Honest Whore (Part I 1604, Part II^C;^6o5; printed 
1604 and 1630) and Thomas Hcywood*s A Woman Kilde 
with Kindnesse (1603; printed 1607)^ Xhc Miseries o f 
Inforst Mariage (1607), b}-. George Wilkins, i s further a 
tragi-comic version of the theme of A Yorkshire Tragedy, 
and Heywood’s The English Traveller"^. 1627; printed 
^633) a later example of the serious domestic play. 

The first and second of these dramas give really nothing 
new to the type. A Warning for Fair Women narrates 
the murder “of Master George Sanders of London Marchant, 
nigh Shooters hill”; the T^o Lamentable T ra gedies ad ds 
to a ‘Babes in the W ooa‘ theme the sf^ of Merry’s 
murder of Beech. Both are somewhat flamboyant produc- 
tions and full of weak dialogue and impossible dramatic 
devices. With Dekker and Hevwood. on the other han d. 
we reach a new form of drama. JnfinitehLlej55_CD3jdbJ33aa 
all the urec edin^cffpilsatndja3ntaining_npJ^er.el3LJtke^ 
r ation of “horrid m urtli prs,” bu t genuine attempts at the 
expression of social problems and the portrayal of real 
•characters. 

''The Honest Whore, in the first part of which Middleton 
had a "share/ may be' taken as an introduction to this type, 
although already Heywood had brought out A Woman 
Killed with Kindness. It will be noted that this is..AOt a 
tragedy in the ordinary^. sense of. the. term, nor is it a tragi- 
comedy of the Beaumont and Fletcher sort; i t lies in a 
sphere outside of these, the sphere of the problem play 
and ot the drame Thou ght and feeling are cast into th e 
co nception of Ih is drama, and Qrlar^dQ prjspnhaldn, ^s 

^ Such is the name of the author on the title-page. This may be a 
mistake; the play has been given by Dr. W. W. Greg, to Day, Haughton, 
and Qicttle. 
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Hazlitt saw, we have one of the m ost living char acters in 
the whole of seventeenth-century dramatic productivity. ^ 
Th e problems that arise out of marital infidelity are her e 
p resented with a truth and profundity to T^ich Hut“T^ 
writers of the time could attain, and the scene at the opening 
of Act III in Part II, beyond the wit and gaiety of Infelice, 
has a dgpjh~of-thought~m--it-~haxdJ:o. equal. Infelice has 
pretended herself unfaithful to her husband Hippolito, in 
order thereby to sting him more for his own incontinency. 

Inf. I beg but this; 

Set not my shame out to the worlds broad eye. 

Yet let thy vengeance (like my fault) soare hye. 

So it be in darkned clowdes. 

Hip. Darkned! my homes 
Cannot be darkned, nor shall my reuenge. 

A Harlot to my slaue? the act is base, 

Common, but foule, so shall [not] thy disgrace. 

''Could not I feed your appetite? oh women 
I You were created Angels, pure and* faire.; 

; But since the first fell, tempting Deui ls yo u are 
You should be mens bhsse,’ but you proue ffieir rods. 

Were there no women, men might Hue like godS :^ 

You ha beene too much do^vne already, rise, 

Get from my sight, and henceforth shun my bed, 

He with no Strumpets breath be poysoned. 

As for your Irish Lvbrican,^ that spirit 
Whom by prepostrous charmes thy lust hath| raised 
In a wrong Circle, him He damne more blacke 
Then any Tyrants soule. 

Inf. Hipollito? 

Hip. Tell me, didst thou baite Hawkes to draw him to thee, 
or did he bewitch thee? 

Inf. The slaue did woo me. 

Hip. Two wooes in that Skreech-owles language? Oh who 
would trust your corcke-heeld sex? I thinke to sate your lust, 
you would loue a Horse, a Beare, a croaking Toade, so your hot 
itching veines might haue their bound, then the wild Irish Dart 
was throwne. Come, how? the manner of this fight. 

Inf. ’Twas thus, he gaue me his battery first, Oh I 
Mistake, Beleeue me, all this in beaten gold : 

Yet I held out, but at length this'was charm’d. 


1‘Lubrican’ is a variant of ‘leprechaun,’ an English form of an Irish 
word meaning a sprite or goblin. 
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What? change your Diamond wench, the act is base, 
Common, but foule, so shall not your disgrace: 

Could not I feed your appetite? Oh Men, 

You were created Angels, pure and faire. 

But since the first fell, worse than Deuils you are. 

You should our shields be, but you proue our rods, 

Were there no Men, women might Hue like gods. 

Guilty my Lord? 

Hip. Yes, guilty, my good Lady. 

There is.h ere somet hing- far_be^:Qnd-thej(aIlQUS-aDcLtliQuglit- 

lessJbc£atmentj3JLintrjguc_^andj;iafaidiiulness.*v4sibleJxu.tiae 
average comedies of, the time and in the tragi-comedies of 
the following decades. 

Woman Killed ‘iinih Kindness th e; s.t r.ess jng , .o L the 
pr-dblem b ecome s, even more marke d. The story is essen- 
tially a simple one. Frankford and his wife are happily 
married, until the former’s friend WcndoII, not sinful by 
nature but weak, seduces the latter. The husband, in his 
trust, suspects nothing, until his old servant breaks the 
truth to him. He pretends to leave for a journey, but 
returns in the dark of night to find his wife in his friend’s 
embraces. Instead of murdering them both, as the con- 
vention of ordinary tragedy would have demanded, he par- 
dons his still beloved Anne and sends her to live in seclusion 
at a lonely manor. There she pines, and, dying, sends for 
him. In his presence her repentant spirit passes away. 
As He'vnYood realized, there was little h ere of..the_or.dinary 
d ram atk fare; and as warning he sent the prologue out 
before the audience : 

I come but like a Harbenger being sent, 

■ To tell you what these preparations meane: 

Looke for no glorious state, our muse is bent 
lVp.o.TUiJ)aixein_sut!iectj:^ bare sceane. 

We could afford this twig a Timber tree, 

WTiose strength might boldly on your fauours build, 

Our Russet, Tissew: Drone, a Hony-Bee, 

Our barrein plot, a large and spacious helde. 

Our course fare, banquets: our thin Water, Wine: 

Our Brooke, a Sea: our Bats eyes. Eagles sight; 

Our Poets dull and earthy muse, Diuine. 

In spite of the ‘barrenness’ of the theme, however, 
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Heywood’s play was instantly acclaimed, running to three 
editions by 1617. Nor is this surprising. The yery story 
tel ls of _the_highe r feeling of the author._and the treatment 
is worthy of the plot. The delicate tou ches>.bv which the 
author depicts the wife’s fall, the s ymbolic game of c ards 
} bef ore th e final discovery, th e tremendous pag sion..oi_the 
' husband, all tell of a dramatic genius of no common sort. 

It is in the expression of this passion that He 3^wood rises 
to the heights of p oetry. Nicholas the servant is^aboht " to • 
wake the two guilty lovers; Frankford hinders him; then'^ 
his thoughts pour forth in a torrent of agony : 


Oh God, oh God, tha.tJt AV££.e..ppss.i.ble_ 
To'yhagTBihgs g one, to cal .b ack vesterdavV 
That time could turne vp his swift sandy glasse. 

To A'ntel the daies, and to redeeme these howres: 

Or that the sunne * 

Could rising from the West, draw his coach backward 
Take from the account of tim’e so many minutes 
Til he had al these seasons cald againe, 

Those minutes and those actions done in them, 

Euen from her first offence, that I might take her 
As spotless as an Angel in my armes. 

But oh : I talke of things impossible, 

And ’cast beyond the moone, God giue me patience, 
For I wil in to wake them. 


I know of nothing rnore tremendous ini the whole rangejxf 
Elizabethan drama ; there is here something of Shakespeare’s, 
greatnes s. 

Not only the characterization of this plav deserves at - 
tention .-bjuL-l he atm ospliere given to the plot a s_a whole. 
There is nothing of fate in the defection of Mistress Frank - 
^ar.^jbuOPiJ?-e~.stippmatura^(?iljg3netitJ.sj:.c^ 

Frankford opens the day which is to embitter his whole 
life with a soliloquy on his happiness and security; Mis- 
tress Frankford herself .falls into- compliance with Wendoll 
as if some force were driving her on. She realizes fully 
■ the fine nature of her husband; she sees the heinousness 
of the sin she contemplates ; and -with an "Oh Master 
Wendoll Oh’’ she sinks into. acquiescence. There is nothing 
jDijn^reJiqentjbu 



THE DOMESTIC DRAMA 


203 

The English T raveller presents the same features as does 
this Tariy" play, "but these features are confused and marred 
^y. 3-.. sub-plot of Plautan comic type. Xhfi-XGaio-S.tory of 
this play like mseJntroduces-a-pmhlem. Geraldine, a fine 
young English gentleman, whose culture has been increased 
by foreign travel, returns home. There he falls in love 
with the wife of an elderly friend of his, but, disdaining to 
wrong this friend, he pledges with her eternal chastity. 
At this point the villain, in the shape of a treacherous and 
licentious 3'oung gallant, enters into the development of 
the stor}-. He’ succeeds in seducing the wife, and hints to 
.^'arious characters that Geraldine is guilty. In the end 
his evil practices arc laid bare, and the wdfe die.'! of shame 
and repentance. One thing is noticeable in both these 
plays. i \Iost of the early seve n teenth-centunv—dramatists 
•^^ ^re obsessed b y the consciousness of sin; they felt a ki nd 
of unholv hor ror in the contemplat ion of it. _s: et_the.v wer e 
l etracep er--an(L-decp er into the slough of despond . Cap- 
s idered from t hc-p urelv gesthetic point of view, many of the 
most striking _njnd __most beautiful passages in the works of 

o bnoxious sit uatio ng, Hejnvood stands apart. He is not . 
interest ed _in_th.e_ps.Yc hologv of sin as such; he is intereste d 
’’i n the refi ecti on of that sin in the minds of others. ) Thus 
'-Frankford is more carefully drawn than Mrs Frankford; 
Geraldine is a more complete portrait than is the erring 
wife. It is this which places Heywood so high among th e 
n la'c^vrights of his time: here at least one man preserved 
hi^ sa nit}', his feelings of truth and honesty and goodness , 
unimpaired in the mi^t of what wa s-a .PieneraLcorrunHon 
o f m ann ers and taste. The. revelry, of the Stuart Courtj 
passed him by, and he found solace and strength in the^ 
inherent nobility of the middle classes of his time. ; 

The hoxirgcois drama, in spite of these early efforts , 
wz tg . , dQpmp^ tQ ...gi«&~wnjL to the more s pectacular fo rces 
o f the romant ic t r a g i-co medy and of the horror tragedy ; 
heroic sentiments and the results of brilliant but diseased 
i maginations were to take the minds' of men far from 
the contemplation of ordinary sorrows and ordinary joys. 
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Yet th e e ffort had been _made,,and^w-a^-t- 0 -"beai=H&pmt^m^fehe 
lutbre.. ,. The autho r of Arden 

Heyw ood were to.I hjscorne-thye_anC-e stoJ ^_oi^the_at^ 
of The Orp han 2iTx 6^QijniAJ^ndonJd^4u;Jwittt.^^ 
these late r writers the tra dition wa s to be handed _Q n_Jo 
Le ssing at the clo s e of the eighteenth century and to Ibsen ^t 
the close of t^he nineteenth. Ibsen. i nJiis-tum^became^e 
master of many of the most jtalented^dramatists^xiJLour 
o.\ymage^ 


CHAPTER VIII 


THE CHRONICLE HISTORY 

A lready we have noted alongside of the develop- 
ment of what maj’ be styled regular tragedy and 
comedy the appearance of the history play, ficst. in 
a modified kind of morality form as in Ba le’s 7 Cy»gg Johan 
an d later in the various dramas, mostly anonymous, produced 
a t the time when the University Wits were establishing the 
romantic drama in England. The University Wits th em- 
s elves i ndulgedJn..the.„fn.r.m. Peele giving us his Edzvard I, 
Marlow e his Edward'^, and Greene his more fantastic 
James It was but natural tha t Shakespeare, following 
these University Wits, should make some attempts in this 
form. The chronicle history was popular in the nineties 

and action.-partly.J3ecause. it could min gle together thought s 
s erious and merry, tragic and comic, and partly becaus e 
t here ha d-jcame.,ca:e r England in those years a wave o f 
patriotic sentimen L The Armada had just been scattered; 
Elizabeth had just made herself the unquestioned head of 
a unified nation and of an established Church. Msn-JiXgrs 
th us eager to trace in dramatic form the development of 
EpdarLdJn.-the~FeGoid>ofJt5,yp(g^apd-Jtcufightj3y.e r again 
t he many battle s, glorious and inglorious, with their hered- 
itary enemies across the Channel. Shakespeare, an actor 
himself and watching keenly the theatrical fashions of his 
time, seems, characteristically, to have determined to present 
as complete a set of historical dramas as lay in his power. 

Tentatively enough he started with the three parts of 
Henry theS iist ( 1 592 ; printed 1623), in which he apparently 
worked over the existing productions of elder contempo- 
raries. Opinion lias differed widely aS to. his share in these 
dramas. The polio editors believed them to be his, but more 
progressive critics of recent times have decided that but little 

20s 
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remains in them of the master’s writing. It is hard to 
dogmatize over a matter such as this, but, recognizing that 
these are the earliest of Shakespeare’s efforts in the dramatic 
world, we may perhaps believe that much of the distinctly 
inferior dialogue is possibly his, penned at a time before he 
found his own true method of expression. 

(? 1593; printed 

1597) evidently came next, and here Shakespeare, while 
following an earlier tragedy on the same theme and ^altering 
that.,earlleiL-WjQrlcJn_tlie-spint-,of_MarJow.e._Jias_ secured 
something„o£.aiLindLvjduaLjiQte; It is not^th atJiere Shake- 
speare has secur.ed^pei:£ect-cbaj:acterjzatiQn-Or perf ect form , 
bu t Richa pd is a,.fii:mJy-.dra.wn-character. The passion that 
is in him, the gleaming e3’es of the man staring hungrily 
at his goal, show an advance on anything which had gone 
before. We may say that the Lady Anne scene is im- 
possible; we may compare unfavourably the scene wherein 
the messenger announces the approach of Richard’s foes 
with the similar scene in MacbciJi; we may condemn the 
introducti on of Jhe melodrama tic srhosts. but at the same 
time we realize that in this play we h av.e-an-x>rder.ed_\vJbDJe 

whicLj:etains,jtsjDeautyJji^pile™o£,tlieunaay;ja.b.vjLo.usj3to- 

^shesJn,the,developraent-of-t-he-plet. 

Traqedie of Kina Richard the s ecojid (1595-6; 
printed 1597) Shakespeare has achieved more individuality 
pi^utterance, although many of the minor characters are 
lacking in personality, and the sharply contrasted Richard 
and Bolingbroke remind us of the similar contrast in 
Edward II. This tragedy is m ore lyrica l than the other . 
naLonl.y.in^the..generaL.dialog-ue,>b.utJuJ:hej:har.aptemat:iQp 
q^..Richar.d,. jwho.js, n othing if not a dreamer and a poet. 
All the King’s soliloquies are couched in a rich, ecstatic 
language. He is ’conceited’ as Romeo, , is. and even when 
he lies imprisoned in Pomfret Castle he indulges injiis 
h^bitualJyricism. 

Musicke do I heare? 

Ha, ha? keepe time: How sowre sweet Musicke is, 

When Time is broke, and no Proportion kept? 

So is it in the Musicke of mens lines: 

And heere haue I the daintinesse of eare, 
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To heare time broke in a disorder’d string: 

But for the Concord of my State and Time, 

Had not an eare to heare my true Time broke. 
rl wasted Time, and now doth Time waste me: 

;For now hath Time made me his numbring clocke; 

My Thoughts, are minutes ; and with Sighes they iarre. 
Their watches on vnto mine eyes, the outward Watch, 
Whereto my finger, like a Dialls point, 

Is pointing still, in cleansing them from teares. 

Now sir, the sound that tels what houre it is. 

Are clamorous groanes, that strike Ypon my heart. 
Which is the bell: so Sighes, and Teares, and Grones, 

: Shew Minutes, Houres, and Times : but my Time 
Runs poasting on, in BulHngbrooke^s proud ioy, 

While I stand fooling heere, his iacke o’ th’ Clocke. 
This Musicke mads me, let it sound no more, 

' For though it haue hoipe madmen to their wits, 

• In me it seemes, it will make wise-men mad : 

' Yet blessing on his heart that giues it me; 

' For ’tis a signe of loue, and loue to Richard, 

I Is a strange Brooch, in this all-hating world. 


Here Shakespeare is writing history in the term s of Romeo 
aj^ Juliet. 

*~injs~Bighly probable that, a year before the appearance 
of Richard II, The Life and. Death of Kina John f printed 
1623) was produced. This drama, based on The Trouble- 
some Reign of King John, is nearer , in s pirit to the firs t 
t han t o_the_secon( Lof t he._Richard plays. Shakespeare has 
kept close to his original, although his omissions as w ell 

as his ad ditiojis_b_et oke ji_cai:e--and thought. The very 

opening shows us this, where Shakespeare, omitting about 
thirty lines of the original, has been able to plunge in medias 
res. Two things are particularly noticeable in this drama 
in general. T he first is the fact that, in str u cture , it_i s 
l east like a _.,chr,oni.cle„Jiis.to.rv. Several salient facts in 
John’s career have been selected, so that t he form is _mor;e 
c o-ordinate and unified t han it is in either Richard III or 
Richard II. The second point of interest is the patriotism 
o*f the piece. Nowhere has Shakespeare deviated so much 
fr^pm history in order to praise the English and condemn 
the French. As in Richard II, there is little humour, save 
that of a peculiarly sarcastic nature put into the mouth of 
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the Bastard Faulconbridge, but there appears here in Con- 
stance a woman character more finely drawn than any 
other of Shakespeare’s historical women types. 

So far Shakespeare’s endeavours in the realm of historical 
drama had not shown .anyt hing of p eerle ss^excellencev» but 
about 1596 or 1597 appeared the true masterpiece oiJXJie 
History of Heiirie the Fourt h (printed 1598), followed by 
The Second jiart of Henrte the fourth (1597-8; printed 
1600). Instead of^loomy tragedy or lyrical passion there is 


trans.fusedJiTto,Jhis„j)lay„a.,genuineJy^realistj.c.and. humorous 
tone.. Out of the sketch of the character of a certain. Sir 
John Oldcastle, Shakespeare developed the now immortal 
figure_o f Falstaff, one who, as we have seen, belongs to the 
realm of the romantic comedy. That Shakespeare did 
not feel quite at ease in the company of this witty old 
rascal is shown probabl}^ b}' the 'rejection' of Falstaff’ at 
the close of the second part of the play, and by the record of 
his death in The Chronicle History of Henry thc^fifj^ (i 599 ; 
printed 1600) , tFcTast of 'this series of iiistdfy plays. Con- 
cerning Henry V opinions have been various. Regarded im- 
partially, the drama does seem to mark..a_f.a lling o l Orom 
the others. Nowhere save in the suspect Men-y Wives of 
Windsor has Shakespeare presented us with such.p.a.lpablje 
‘htimpurs,’ not only in Nym, Bardolph, and Pistol, but 
in Fluellen, Gower, Macmorris, and Jamy. It is observable 
how the older characters taken over from Henry IV have 
changed. Doll Tearsheet is dead, and the narration of 
Falstaff’s end gives occasion for one of the most touching 
speeches in the play; Nym and Bardolph are hanged, and 
Pistol, waxing old, must turn to theft. The old com pan}^ 
has passe d aw a\ ;' for eve r. Nor is Henry he r e , by any 
i^eans .theJHaj,of^mer.ry^m.empry_in_H(?7.»;:^) JlJf . The whole 
atmosphere has altered; and Mr J. M. Robertson has many 
points of evidence in his favour when he relieves Shakespeare 
from the burden of much of the language and plot- 
development. 

Immediately after the production of Henry V Shake- 
speare turned to write his greater tragedies; he was not 
to return to the history play until he collaborated with 
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Fletcher in penning The Fa mous History of the Life of 
King^ciir^\JhcJ^ight.(^c. 1613 ; printed 1623), an infinitely 
slighter and less enthralling drama than an)’’ which had 
preceded it. The figure of Wolsey certainl)’ rises to lofty 
heights, but t here is a w eakness in . the drama as a whole. 
The age of the chronicle history had passed away. 

Few are the attempts in this style in the seventeenth 
cen tup ’. Sa muel Rowley has one to his credit in When 
you sec me. You knozv me (c. 1603; printed 1605), interest- 
rngnS'ecause ’ 7 t' 'deals with the subject-matter of the last- 
mentioned drama.. Here also Wolsey’s character is that best 
developed, but the clownage in many of the scenes ruins en- 
tirely the unit}' of effect. John Ford has another in The 
Chronicle Historic of Perkin JVarbeck (printed 1634), a 
Vv-eli-\vn{fen" 3 mma”\^d^ an excellently delineated title-role. 
Ex cept for these, h owever, we may sa}* that.^the chronicle 
.hi story was d ead bv the end of the sixteenth century. 

Several re^ons, perhaps, may be^^^ought forward to 
account for this_..s udden ^disappearance of the type. The 
first. .and._mosL. obvious, is tlie.iact.. that, the chief themes 
had been w’orn out. So recent a reign as that of Elizabeth 
could not be dealt with, and before the time of King John 
tliere was probably hardly sufficient historical material 
for the dramatists to build their structures aright. But 
this could hardly be all. We must take into account, too, 
the„^veakeiung..spi.rit.,oi„patri0tism_at.tbe..time. Men were 
less adventurous and England-loving than they had been 
at the* close of the sixteenth century, and were accordingly 
less interested in the affairs of their country in the past. 
It is noticeable that ^hapraan, in turning to historical 
drama, took his themes not from English, but from French 
chronicles. The romantic spirit, also, was leading men away 
from real ism and ..thejdepictiQnuof.iact.ft In this connexion 
the early Britain dramas are instructive. Possibly they 
owed some of their popularity to patriotic sentiment, but it 
was a patriotic sentiment far different from that which had 
inspired the hearts of Drake and of Raleigh. Artificiality 
and hazy. fanci fuLsentimentJiad taken the place of reality 
and forceful thought. , . 
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THE MASQUE 

N ^O’ account of English drama could be complete 
without a note, at least, devoted to the develop- 
ment of the masque, although the masqu e is-in 
no wise connected with the popular ^st{ige,^dJn,some^^a3:s 
is distinctly undramatic. At t he same time there are many 
masques essentially draniatic in form, and masque s o f a sort 
were introduceH into regular pla3'S,_^ as, for .example, in The 
Tempest. 

The masque arose out of courtly revelrj^ The disguisings 
of early days when the king and his nobles accompanied 
by the queen and her ladies strove to make the nights 
bright with rich and fanciful pageanlr3* easily developed 
into the spoken masque. In origin th e dis g uising an d 
masquerading of earlier da3's is thorou ghly English; bu t 
this native straiiT_met i n th e beginning arid rniddle of . the 
sixteenth century with a Continenta l element taken g ic 
France from Italy, and. so develope d toward the close o f 
the centur3' the typically Eliza bethan and Stuart masque . 
Herein fanci.ful.p.oetryjjsually_of a eulogistic kind met wi th 
rich costuming'''and the , ..spirit_pX.^_adyenturous ■in^gue.’' 
Masquers’ came from their places, and, mingling with the 
spectators, danced \yith them. For a moment care was 
thrown to the winds, and .under the flaring torchlights or 
milder glimmer of the candles, knights and ladies laughed 
away the time or danced over the rush-strewn floors. 

The -masque, prop er, at least as we know it.JOz.day.,...,is 
rather' a. S.tuart, tfla n an Elizabethan development . Sjlr 
Philip Sidne3’’, certainly, has left us his (1578; 

printed in The Conntesse of Pembrokes Arcadia, 1598), but 
the full dev elopment o f the typ e ,does..jiot-jcpme_J:ilJL 5 v^ 
reach the time of Ben Jonson in tl^ ear ly _se3g!nt eenth 

century. After one or two “entertainments” Jonson 
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penned his Masqiic of^ Blackncsse (1605; printed 1608), 
■svhich ^yas so successful for its poetr}* and for the artistic 
co-operation of the author and Inigo Jones, the artificer, 
that Jonson was called on again and again to provide similar 
pieces for the delectation of the Court- Other writers too 
were bj^en to prepare these royal spectacles — ^Thomas 
Campion, Samuel Daniel, Francis Beaumont, George Chap- 
man; Thomas Carewj" Sir William D’Avenant, and James 
Shirley. Others were commissioned to write pieces for 
nobles of the realm; !MiIton himself penned Comtis for the 
Bridgewater family. 

It is impossible here to spare space for a lengthy dis- 
cussion of these works, but one or two salient points may 
be noted in general. The j 5 rst _concerns the structure of 
the masque itself. Up^to Jpnson's time the masque. was 
a fancifuLentita:JiutJn_r/?g Masque of Queens (1609) he 
introduced a feature which was already apparent in an 
u ndeveloped form" i n the sixteenth century— a dance .of 
"anticks” forming what came to be Icnown technically as 
the antimasque. This antimasque contributed something 
of a sa tyric note to the work, and the novelty inherent in 
t he contrast b etween Jhe gorgeous splendour of the masque 
proper and the contor ted or ‘antick’ forms of the anti- 
masque assured the latter full popularity. 

jTlie second point concerns a question of dramatic history. 
After the early masques of James I’s reign and of the first 
years of that of Charles I the masque fashion, apparently 
for financial reasons, fell into disfavour. Possibly the later 
specimens of this kind would never have been produced 
had it not been for the appearance in 1632 of Prynne’s 
f^ Q US.«diat]:ibe~.against— Cour t and stage entitled Histrio- 
mastj x^. As with one a'^ord the CaA^aliers, reacting to 
this Puritan attack,' took to. themselves an added bravado. 
S ome of the most gorgeous masques of the whole seven- 
te enth century appear.ed_j ust a fter t he publication of this 
w ork— C ^rew’js notorious Coihim Brifameum (1633; 
printed^ 634), §hirley*s A Contention for Honour and 
Riches fprinted 1633) and his more famous Triumph of 
Peace yi 633-4), and Sir William D’Avenant’s Salmacida 
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Spolia (1639-40.) ^ It is observable that Milton’s Arcades 
(printed 1645) Comus (1634; printed 1637) fall within 
this period of Cavalier enthusiasm against the Puritan op- 
position to staging and riotous revelry. 

The staging of these masques also requires our atten tion. 
In the endeavours of Inigo Jones, assisted by Jonson and 
the Court favour, we find the first definite approach toward 
modern systems of scenic display. The masques certainly 
were Court functions, wholly dissociated from the popular 
stages, but that cannot take away from the importance 
\ of Inigo Jones’ innovations. With the desire _f.or._richness 
I the "elaboration of scenery and ’m achines’ proved in - 
evitable. ” Frbrh Italy Jones no doubt brought back with 
him many ideas for the development of scenic art in England 
and put these into practice in the palace shows, ALjfirst 
working with a single set scene, he el abora ted _a._kind_Qf 
shifting setting, attained first by a triangu[ar_framejwliich 
could be turned to show separate and.„distinct.preces*-.pf 
scenery, later by the employment of flats and side-wing^ 
running in grooves. The importance of these innovation's 
has already been commented upon. The influence of Jones’ 
endeavours is to be seen in the production of Aglanra 
previously mentioned; his own pupil and assistant, John 
Webb, aided D’Avenant in the arrangements for The Siege 
of Rhodes in 1656; and D’Avenant w as the first to establish 
regular scener)^ on the public stag e of England, as he was 
one of the last to be associated as poet in the production 
of a Court masque. Th e age was moving forward, and 
the establishment_pf„.the_lpictur,e;;£rame!Lstage^w.ouldJia.ye 
been effected even although no Commonwealth regime had 
apparently bfSl^h the line of theatrical tradition. 


A backward glance at the history of drama from 1600 
to 1642 shows a general movement toward the elaboration 
of spectacular elements, Revealed m their own way m this 

1 Already D’Avenant had written and produced The Temple of Love 
(1634), The Triumphs of the Prince d’ Amour (1635-6), and Britannia 
Trmnphans (1637). 
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masque scenery. The-.strpng -idealistic, drama of the early 
y(^rs,^v^as ..being sIo\vl};j:rush^ out -of .existence both by 
cr,ude..reaUsm.and by artificial romance. On the one hand; 
the f ollowers o f Tonson were bringing vulgarity and crudity ■ 
into the the atre. On the other the followers of Beaumont . 
and Fletcher were, intro ducing weaker or more corrupt emo- ‘ 
tions^..art ificialitY o f plot and of character-drawing, thrill- i 
ingl y startling e^cts, and spectacular novelties. Against 
the general tendenc y of the times a few men are seen striv- 
in g-^ekker i n h is fresh, naturalistic comedy, Heywood in 
h is bourncois dramaj'^lassinger more feebly in his serious 
.but_,vitiat ed rhe torical .tragedies. 

The contrast between the two extremes of ultra-realism 
and of ultra-artificiality, prepares the way for the two 
main types of Restoration drama. Men have lost the true 
^}?g]iSgJ3f-PlQr.aLright,..o£ high thinking, of sincerity; they 
app reciate yit far m ore than all of these; and accordingly 
w^are npxfarjrgni the period when Etheredge was to found 
the comedy of manners. With the loss of honourable and 
moraL 5 .entiments_true nobility of character has gone, and 
e laborate ._disauisitions on courage and virtue take their 

pjape. H^r.e._u:e„find,.the basis for the development of the 

heroic drama, ^yher.e ^courage, virtue, honesty, honour, are 
all, exaggeratedJto-such-a. height that they cease to bear any 
resembljancej^^ as exemplified in actual life. 

At the same time, while we note this general decay and 
d^ecajlcnceJuL-the-age, we cannot fail to discern the true 
greatness in drama continued from Elizabethan times. 
Ford . 'Webster. _an(L-Shir.lev are all ..true poets; Fletcher 
is , a.geniu.s Ju Jiis..QWJi>stvle^o.£,(kama.‘y<^ Mass inger’s serious 
temper.._J DJA:^Lenant!s— -romantic^ jaspirations. Middleton’s 
glooTg.y.jtlioughtSj_XQJiM have all 

in them the breath of inspiration, a nd Tonson stands like 
a burly colo ssus overJ:iis_asa3. The richness of the period 
is unquestioned, even when we recognize that it is a richness 
like to that of a flower, passing beyond its spring-tide, 
becoming florid and indelicate, eventually to wither away . 
into aridity. If the. metaphor be. retained,, however, there 
seems still further truth to be wrung from it. The seeds of 
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this flower which in maturity-. was^Shakes,p,eare,_scatte;^e(d 
not only in England, but all oyer ,the_^ypxld,^aye_birth.4p 
a new plant as sturdy and almost ps. bea utifu l as the old - 
If we cast our gaze over Europe in the eighteenth century 
we can see that everywhere it was the Elizabethan drama 
which inspired the rising theatres of the Continent, and 
drove back the chilling theories of neo-classical France, 
until,' in time, France itself gave way and in Victor Hugo 
produced a romantic and bizarre genius akin to Shakespeare 
himself. Nor is Shakespeare alone. I^ssjnger has fired 
the enthusiasm of not only one Continental writer 
wood, as we have seen, stands at the head of a vast and 
far-reaching dramatic tradition never more keenl}'^ alive 
than it is to-day; Ford has captured the fancy of one of 
the best known of modern playwrights, the mystic and 
symbolic Maurice Maeterlinck- This is t he p eriod, a fter all, 
.which created our greatest national treasurej_a..^^txeasure 
.which has become the heritage of all mankind. 




PART III 

RESTORATION DRAMA 


CHAPTER I 


THE SOCIAL AND THEATRICAL ENVIRONMENT 
DRAMA DURING THE COMMONWEALTH 

Drama under the Puritans 


"^\HJIjjieati:esjiyere officially closed by Commonwealth 
ordina n ce in 1642; theoretically there was no fur- 
ther acting in England until 1660 saw the restora- 
ti on o f Chafle sTl . Appearances, however, are often decep- 
tiveTand we cannot assume either that the firmly established 
love of theatrical shows was completely suppressed during 
these eighteen years of dramatic silence, or that there was 
during this period any marked break in the theatrical tradi- 
tion. Recent research is tending to prove that the old theory 
\vhichjiisisted t hat th e Restoration drama had very little to 
do with jlte El izabeth an was false, because it was based on 
an.insu fficie ntjsifti ng of th e evidence. 

There is no question but that the Puritan authorities 
were determined to put a stop to all sorts of amusement, 
innocent and otherwise; but there is equally no question 
but that t he actors and spectato rs frequently evaded the 
\jg ijan cfij3llhe..SQldieQLand.pre£ented their shows in defiance 
of authority Acting in the Commo nwealth period was 
q’f._twoJands4 at the old theatres with performances by 
some of the players of Caroline days, and 4 t theatres, 
booths, inns, halls, by bands of/actors who put before the 
spectators ‘drolls’ or f arcps-X lt would appear that the 
latter were fairly common, and may not have come so 
much under the disapprobation of the Puritans as the 
former. These drolls were usually short one-act farces 
tak en from well-known plays. Thus the more rudely 
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comic portions of A Midsummer Night’s Dream were ex- 
tracted from the play as a whole, and the result performed 
under the title of Bottom the Weaver. Of these drolls two 
collections are extant, one entitled T he Wits, published in 
1662, and the other The Stroler’s Pacqn et Op ened, issued in< 
1742. This droll tradition is an important one, for it rani 
its course by the side of the regular theatre tradition right 
on to the close of the eighteenth century. Nor does an 
account of the acting of drolls exhaust the theatrical 
activities of the Commonwealth period. ^|eg}.ilar._,pla.y5-5 
too were frequently to be seen on the boards. Whenever 
the actors could gather an audience together in one of the 
' several half-dismantled playhouses they would, no doubt 
in most unseeml}'- haste, hurr}^ through some Beaumont 
and Fletcher or Shakespeare drama. Sometimes these 
performances were interrupted by the rude entrance of 
the Puritan soldiers, and then the affair was put into the 
• primitive newspapers of the time; more often than not 
the players must have got off unscathed, and all record of 
the performance must irretrievably have been lost. There 
are many extant accounts of acting during these years, 
and those accounts, we must presume, are but roughly 
indicative of a fairly constant series .of Ji:r.eg.ular_per f orm- 
ances both in London and in the provinces, XbP.~-CQ 4 " 
tinuit}' of tradition was thus in„t.wo distinct ^y a ys being 
preserved. 

Nor were these the only means by w hich th e earli er 
^ Caroline theatre was connected^ with the la ter.^ Some of 
'‘the actors at least formed themselves into a company and 
set off for Germany under the lea d ership of one Geor jsre 
Jolly, who was later to associate himself with William 
Beeston, formerly master or governor of the King’s company 
■ of child players, at Salisbury Court. His^?;4^tov:c_iTiust 
have been composed-of ,,wffll=kno.wji,Elizab.ethan^- Jacobean, 
and Caroline plays, and the acting traditions of earlier 
days must have been carried on by his activities over 
the eighteen years of theatre suppression, ' ^^illi a m Be ^- 
ton himself forms another link. This man, whom Dryden 
called the Chronicle of the Stage, was the son of Christopher 
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Beeston, Avho had known Shakespeare and Spenser in the 
opening years of the seventeenth century. It is likely 
that William Beeston,. owner in 1660 of the Salisbury 
Court playhouse and associated with D’Avenant in the 
latter's theatrical undertakings, played the part of a maestro 
to the younger players. These acting links arc completed 
in Sir Wi lliam. D'Avenant. one who was intimately associ- 
ated with the theatre in the days of Charles I and who be- 
came leader of a patent company under Charles II. His own 
oper atic en deavours in The Siege of Rhodes and other 
si milar pi eces performed during the last years of the Com- 
monwealth period provide a pleasant little oasis of licensed 
act ing’ m lhe.midst of an otherwise arid desert. 

Many of t|jase who were not of the severest Puritanical 
epmdetions looked , back to the theatrical glories of days 
gone by, and kept alive in their hearts the love of acting.- 
The various links we have already glanced at serve to show 
the binding together of the theatre tradition as far as actual 
performances and methods of acting are concerned; but 
the tradition of the written play was also preserved in 
several _di.stinct ways. Many of the players at least found 
their regular sources of income taken away from them, and 
they were forced to dispose of that which in earlier days 
they had. jealously guarded. It is a peculiar fact that in 
the earl}- seventeenth centur}- the players seem to have 
believed that a drama unprinted was more likely to be pop- 
ular in the theatre than a drama published. Accordingly 
they held in their tiring-rooms stacks of manuscripts which 
they refused to sell to the ‘stationers.’ Only in times 
of distress — as, for instance, during the periods when the 
playhouses were shut because of the plague — did they re- 
luctantly dispose of their treasures. There are, of course, 
obvious exceptions. Heminge and Condell issued in 1623 
many then unpublished works of Shakespeare, apparently 
as a kind of last service to their deceased friend; Jonson 
evidently looked upon his plays as his own property and 
had his Works printed in 1616; but normally the various 
dramas were regarded as the possessions of those com- 
panies by whdm they had first be’en produced. During the 
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Commonwealth period many of these .plays_>yere. release_d 
by the actors. It is probably to the Commonwealth re- 
strictions that we owe many of the best works of Beaumont 
and Fletcher, issued by the actors in 1647, the eighteen 
years of suppression are plentifully studded with the publi- 
cation of various independent plays. That this publica- 
tion would have been impossible without a corresponding 
reading public is a nccessar}' assumption; there were many 
in England who, remembering pleasant days spent in the 
theatres, turned from the stage to the study and perused 
there their favourite tragedies and comedies of Shakespeare, 
of Beaumont and Fletcher, or of Shirley. 


(ii) The Restoration Theatre 

In 1660 Charles II returned to his throne amid the re- 
joicings of a nation wearied of the excessive restrictions of 
the Commonwealth era, and his band of devoted Cavaliers, 
who had shared his exile with him, joined with the many 
people in England eager for a return of earlier Caroline 
traditions. No sooner was Charles on his throne than 
bodies of actors were formed into companies.. George Jolly 
hurried back from Germany; William . Bcestom. hastily 
opened up the Salisbury Court theatre; Rilligrew;:. gathered 
together the remnants of the old King’s men; D’Aven^nt 
collected a body of young actors, untrained, but eager for 
histrionic glory. The King, however, was anxious to keep 
the affairs of the theatre in his own hands, and w'ithin..a 
few months of his accession he had iss ued or ders and patents 
by which the number of companies 3yasJimited„to two, one 
under Killigrew, who may be regarded as the last royal 
jester, and another under JD’Avenant..^ These two companies 
settled down to a comfortable monopoly, the first at the 
various Theatres Ro5'al, the second at the Duke’s houses in 
Lincoln’s Inn Fields and in Dorset Garden. In 16S2 b oth 
were amalgamated into one, and remained so un til the y ^ . 
1695 secession of a number of the best actors. 

The first point we note, then, is this, that for thirteen years 
one theatre supplied all the needs of London, and that for 
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the other twenty-seven years to the end of the century 
only two theatres were running, \yiien we remember 
that a smaller London of thirty or forty years previously 
h.ad been able to support as many as six theatres running 
concurrently it becomes obvious that some great change 
had come over the playgoing public. That change is really 
the culmination of the gradual movement we have seen 
growing in the early years of the century. The theatre 
has dege nerated. completely into a thing-of the Court. The 
middlc -dasses-for the most part keep away. A few of the 
nn aristpcra tic people of the time, such as Pep3'S, may have 
attended the theatre during these years, but such people . 
-(■-ere tho.ce who sought for Court preferment or who aped 
in one way or another the manners and tastes of the • 
Cavaliers. All we know of the theatre in these times 
p roves conclusiv ely that the typical audience was composed 
■Cj J jie..-c-QWf 4 icES'.:,.their ladies,' the beaux, and the ‘wits,^ 
whh_3...spi:uikling of the riff-ralf of the town. The play- 
house had become the rather riotous haunt of the upper 
cia.sses, and, as a c onsequence, the plays written for that play- 
h ouse were dist inctly calculated by the authors to appeal to 
a cour tly and Cav alier audience. It is tins that explains 
both .the rise of the heroic tragedy and the elaboration of 
the comedy of manners. The one appealed to artificial 
arisfo' craiic _..scn.fi ments o n the subject of honour; the other 
rejecte d the morally v icious but intellectually brilliant 
at mospheres of the salons and the chocolate-houses. 

A return will be made later to this question of the influence 
of the audience upon Restoration drama; at present a 
few words must be said concerning the actual structure of 
the_ plajdiouses and on tlie influence exercised by that 
structure upon the plays of the 'time. ' In jthree partlcularfl 
wavs the. Restoration theatre differed fre^ the Elizabetham 
Save for the first few years after 1660, when some of the 
older playhouses were utilized by the actors, there was no 
appearance at this time of the. open-air ‘public’ theatre 
of earlier days. The new thea tre.^ were, with one early 
exception, jpnle d-JxL^nd. consequently lit by artificial 
light. Moreover, the first new premises occupied by the 
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players were not of the square inn-yard type, but were 
converted tennis-courts, oblong in shape.. It is obvious 
that in houses of this sort the Elizabethan platform stage 
would have been out of -the question; on the other hand, 
tradition pointed to a stage surrounded by the audience. 
A compromise was effected whereby, 
unknown in the early seventeenth century save in the 
masques at Court, cut off part of the theat re:, and an 
‘apron’ in the form of a semicircle j ntjyA nut Infn th p 
midst of the pit. There is here the ideal union of hvo 
mutually opposing systems of staging. Intimacy with the 
audience could still be secured by the players when they 
moved to the forward portion of^-the stage, and yet there 
remained the possibility of scenic 'displa y in the back p ortion 
of the house. We shall expect to find, therefore, and do 
find, that the plays written for this theatre show man)’- 
anomalies. They are transition plays, at one and the 
same time looking back to the earlier platform stage with 
its free conventions, and looking forward to the develop- 
ment of a new theatre. For the first few years it is natural 
that the dramatists should not have learned how to write 
for the altered stage; their plays are cast in the Eliza- 
bethan form. Gradually, however, the exigencies of the 
changed conditions made themselves felt ; playwrights 
realized the needs of the actors, and their ulavs. because 
of the influence of the scenery, b ecametmore co-ordina te 
and less, scattered in subject-ma tter than Sie-play.s— W-rittgi 
in Shakespeare’s time. jOnly in the very spectacular 
productions of the period do we discover shifting of locality 
such as appears, for example, in Antony and Cleopatra or 
in King Lear. ~ 

The presence of this scenery, added to the fact that 
lighting of a primitive sort accompanied all plays, led to 
the loss of one important Elizabethan convention. We 
have already seen how Shakespeare was forced to explain 
to his audience where his actors were and at what time 
the action was supposed to take place.' This was rendered 
necessary because of the lack of scenic arrangements and of 
lighting. In the Restoration theatre (which may be 
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regarded fundamentally as the modem theatre) such notices 
to the audience would hav e been superfluous, and conse- 
quently as we study the drama of this period we can see 
t hem slowly disappearin g, year by year. More and more 
was left to the s cene d esigner and to the machinist; more, 
t hat is to say, was left to the eye and less to the ear. While 
this made for greater conc entration in the plays themselves 
and prevented minor dramatists from wandering into 
would-be poetical disquisitions on Nature's loveliness, it 
tcuj]l^aiY.ay_tpLa_fextaj^ extent from the beauty of the plays. 
Many of the pjosLgorgeous passages of pure poetry in the 
Elizabethan drama had been essentiallj’- undramatic save 
for the fact that they were rendered necessary by the type 
of playhouse; and,gfIj.e_loss of opportunities for the natural 
introduction o4^1(ili_passages tended to kill the purely 
n oetic dra ma_ 

. The third point which is to be noted concerning the 

Restoration theatre is the introduction of actresses. In 

*/*• •».». # • • . 

the former years all the players were men or boys ; French 
comediennes brought over in the reign of Charles I were 
apparently hissed out of London. The pleasure-loving 
Charles II, however, had seen many performances by 
women during his exile abroad, and he evidently decided 
that the introduction of actresses here would be a good 
thing. Cynically enough he pretended Jie was bringing about 
t he innovation in the i nter-ests.„of morality. Probably no 
one believed him, but on the other hand no one objected, 
and a woman first appeared on the English stage to speak 
t he prologue to Othello and play the p art of Desdemona. 
Just at first the number of women capable of fulfilling their 
tasks must have been small, and boys continued occasionally 
to take feminine roles, hxxt bv 1670 the _establishment of the 
actress was comp lete^ Not only was a Betterton and a 
Mohun praised, but a Nell Gwyn, a Moll Davis, a Mrs 
Barry, a Mrs Bracegirdle, and a Mrs Oldfield. It is un- 
necessary here to point out the many changes, good and 
bad, which these women brought into the theatre. It is 
unnecessary, too, to point to the increased immorality which 
they aided in settling on the stage. But one influence - 
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may be noted here. For the most part, the early seven- 
teenth-century writers were diffident about bringing women 
into their plays. There is a Rosalind and a Celia in As 
You Like It, but they are vastly outnumbered by their men 
companions. There are only two women in Hamlet, three 
in Othello, two in Macbeth, three in King Lear. With the. 
advent of actresses, on the other hand, it became more and 
more necessary to provide suitable parts for the Nell Gwyns 
and the Mrs Bracegirdles. When D’Avenant (if he indeed 
be guilty) came to alter Macbeth he saw the necessity of 
enlarging the parts of both Lady Macbeth and Lady Mac- 
duff; and when the same author in collaboration with Dryden 
sought to improve The Tempest the two authors provided 
Miranda with a sister and Ariel with a spirit mate. This 
tendency, noticeable in the adaptations of Shakespeare, 
is visible everJ'^Yhere in the more original tragedies and 
comedies of the time. With the Re storat io n, the positio n 
of women in the dramatic world was thoroug hl y established . 

This consideration of the influence of theatrical con- 
ditions upon the drama of the late seventeenth century 
might be infinitely extended, but the features noted above 
appear to be those which are of main importance, necessary 
to Idc borne in mind whenever the works of this period are 
especially considered. As with the Elizabethan dramatic 
literature, it is possible to estimate aright the plays pro- 
duced in the reign of Charles 11 only when these plays are 
related intimately with the theatre wherein they were first 
performed. The drama of this later period, based as it 
was on the drama of the past, yet developed certain new 
tendencies, tendencies which are dependent largely upon the 
audience and upon the theatre. 
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CHAPTER II 


THE HEROIC TRAGEDY AXD THE RETURN TO 
SHAKESPEARE 

Love«axd Hoxour Drama 

r K ^HE period of the Restoration is remarkable for 
i the development of several distinct species of 
drama ■which were destined to become the typical 
fon-ns of theatrical acti\'ity or to give rise to equally typical 
cognate forms in the following century. These types of 
dram a, of whic h -the. Jiero ic .tragedy, the comedy of manners, 
th e opera . and-thcjFarce. are.the chief, all display. a..union v 
o^diyerse-forces,. ^ch,„regarded from one point of view,! ■' 
is ^Jjneal -descendant of some species of pre-Restoration^ 
drama, vet each is coloured and mo dified by the influence ! 
o f contemporary C ootJnental _ theatrical literature. The 
heroic tragedy is thus merely a further el aboration of those 
rom antic plays '\vhich were fir st m ade popular by Beaumont ' 
and F letcher.^ The Love and H onour which move through- 
out ea^i specimen of this kind is ho new thing. D’Avenant 
knew of the contest arising from the close opposition of 
these two sentiments, and the exaggerate d, flamboyant 
l^guage^^which is now associated most nearly with the 
tragic efforts of Dryden and Settle was anticipated by more 
than one dramatist of' the early seventeenth century. On 
the other hand, w'e have the testimony of Roger Boyle, 
Earl of Orrery, who was the first to attempt the introduction 
of the new style into England, that the employment of 
rime in place of blank verse in these heroic plays was due 
to the influence of France, exerted through the enthusiasm 
of the King. Nor was it only Jn outer-fo rm that the Restor- 
at ipn dramatists-mLP.di6e fl,,libeir styles to accord with the 
prevailing tastes. in_.Par.isr.^ The heroic drama, with its 
grandiloquent sentim en.ts_and- its air of exaggeration, is 
t o'~lB'e~fegafded in o ne way as the ’ representative in the 
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theatre of the mood and atmosphere of the heroic poem, 
a form of literature which, popularized by men such as 
Chamberlayne and D’Avenant, had come from France 
in the middle of the century. "CXlie comedy of manners, 
likewise, is an admixture of s imilar ingredient s. Its source 
lies in the endeavours of Jonson^injlie^medy of humours 
and in those of Fletcher in the comedy of intrigu^e. Every- 
where we can trace inJts-Torin-lie.-older—str.aiiis-.aJltered'ya 
trifle to suit the tastes of a late r ag e^ The witty, debonair , 
callous, philandering air of -Congteye^sjmuse^^ 
akin to the sterner and more sat iric mus e_o f Tonson . Yet 
much of what we know now as the comedy of manners 
would have remained unwritten, or would have been 
written in a different style, had the English theatre not 
possessed Moliere for a guide and a model. It is not, as 
some modern critics have sought to make out, that "the 
English corned}'' of the late seventeenth century was nothing 
more than a weakened replica, of the contemporar,y,_cpraedy 
of France, but we must never neglect the influence exerted, 
directly and indirectly, upon Etherege and Wycherley and 
Congreve by the master of French comedy,^ The same 
analysis of forces holds good, also, for farce and opera. 
Farcical elements enough are apparent m sixteenth- and 
seventeenth-century comedies, and the later farce of the 
Restoration and Georgian eras owes a great deal of its 
vitality to older examples. The first afterpiece, however, 
and the first true English farce — Otway’s The Cheats of 
Scapin (1676; printed 1677) — ^was but an ^adaptation from 
the French, and many of the other similar pieces produced 
in the last decades of the seventeenth century and in the 
years that followed were either alterations of French farci- 
cal works or farcical renderings of true comedies originally 
written by Moliere and his companions. In the same way 
the Restoration - oper.a; . made glorious by the music of 
Purcell, was a purely native development, even although 
it might not have come into being had it not been for the 
operatic efforts of Renascence Italy and the cognate efforts 
of contemporary France. It„cannpt.^be....tOQ„p.ften^asserted 
that, despite the immense change -AvhichJ[ia.(Lcome.,oyjer.^ the 
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Engjish^theatre with the ad v ent of Charles II, the sub- 
strat um o f all the dramatic activities during tlie latter half 
of t he seventeenth centi^^ was, in the main, English. 
The _great wav e of e nthus i asm for the theatre, which had 
risen to s urg e w ith Shakespeare, was., still eddying along 
the s hore, slig htly diiturb^^lj^’ not clearly altered in its 
cou r s e by neighbo uring cross-currents. 

In the realm__of tragedy the heroic element already 
glanced at "was unquestionably the mpst potent in this 
period, but the heroic play did not by any means stand 
alone. . While Charles patronized tlie love and honour 
drama, and, in patronizing it, gave the tone to the whole 
of courtl}- taste, and while heroic sentiment was in accord- 
ance with the rapidlj’ cr3'Stallizing classicism of the age, 
it must eve r be re me mbered that Shakespeare still held 
h is honoured place on the stage and that practically every 
writer and critic of the time, with the notorious exception 
of R3fmer, realized and commented upon Shakespeare’s 
genius. The wilder nf-the hprmr <^ty1p ng well, as 

t he later dullness of the pseudo-classi c formalit y wer e 
alik e tempered bv r e miniscences of Hamlet and Othel lo * 
an 9 _JL£'o?', and from the appearance of Dryden’s All for 
Love (1677; printed 167S), written confessedly in imitation 
of Shakespeare’s style, raa3' be dated a period when writer 
after writer attempted, however unsuccessfully, to pen 

d ramas which might recall so mething— X)L..,the readier 

Elizabethan Jtempe,^. For the first twenty 3fears.of the 
Restoration period, on the other hand, the he roic mood 
pngdpmi.pated-,over all others, in spite of the occasional 
appearance of tragedies which might, save for one or two 
characters or scenes, have been penned before 1642. ^This 
h eroic mood- has frequently been analysed. Its cr udities^ 
it s violent rants and inflammatory speeches', its im possible • 
psyc hology." its exalted idea lism_fossilize d in the tw in forces , 
o f love and honour, have all be^ noted, from contemporary- 
times to the present. Buckingham’s The Rehearsal (1671 ; 
printed 1672), burlesque ..as it. is, hardly exaggerates the 
follies inherent in- per fectly_.serious .dramas, of the time. 
Eyen the delightful soliloquy of Prince..Prettiman over his 
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boots, which closes with his going out, one leg booted and 
the other bootless, can be paralleled by equally ridiculous 
scenes in plays written in tbe_io.n. d _ expectation tha t _thev 
would arouse those emotions of awe and pity which. Aristotle 
finds the chief ends of all tragic endeavour. Such may be 
found not only in minor works as Pordage’s Herod and 
Ma7’iamiie (1673) or Settle’s The Empress of Morocco 
(1673), but in the better efforts of John Dryden himself. 

Undoubtedly . Dryden is the . greatest, and .perhaps the 
first, who took "up tti'is style, of writing. The uncertainty 
concerning his claims to priority is due to the fact that it 
is not ascertainable now when the first production of the 
earliest effort of Roger Boyle, Earl of Orrery, took place. 
Two things, howe ver, are clear. Dr yde n , was anticipated 
in the actual writiDg...oi_Jher.ojc-Dlavs_not- onlv by Orrery , 
who was engaged on a drama of this type as earl)>' as 1660, 
but by an other wise..jinkncpynL-G. eorge Cartwrig ht_v^io 
has left us a single tragedy. T he Hcro i ck Lov er { 1661 ) , 
framed on the model made' popular several years later. It 
is possible, however, that none of these earlier plays was 
acted until several years had elapsed, although a fair claim 
has been made for an early production of Orrery’s The 
Black Prince, and Dr3^den clearly stands forward as the 
popularizer, if not the prime mover, of this type of drama. 
It was "H^y^TO^Vave it impetus : it was he who. bv his 
recantation, aided in drawing men’ s minds once more away 
f rom rimei^^ 3 iHoijSrjo 3 IajnElv&r^e^nd.,-Shakesp.egje. 
Starting with T he Ind ian. JD.ueen (1664; printed 1665), a 
drama written in collaboration with Sir Robert Howard, 
he led the van of the love and honour pla3'wrights until 
the appearance of All for Love, or The World well Lost 
(1677; printed 1678) showed that he was growing tired of 
his long-loved mistress,, rime. Between 1664 and 1677 
he gave at least five of these dramas to the theatre — 

’ The Indian Emperonr, or, The Conquest of Mexico by the 
Spaniards (1665; printed i'66y),' Tyrannick Love, or the 
Royal Mai’tyr (1669; printed 1670) , The .Conquest of Gi’a- 
nadq by the Spaniards: In Two Parts (1670; printed 1672), 
and Aureng-Zebe ( 1675 ; printed 1676) — ^besides the rimed 
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'opera’ wrought out of Milton’s Paradise Lost entitled 
The State of Innocence, and Fall of Man (printed 1677). 
Ah of-theJ i\ieJi<^^-j3,hy.s.. are built upon a seLn La_u,__There-: 
is in each a hero of sup erh uman prowess and with s up e r-^ 
human Tflea Is: there is a he roinl'*of unsur passed constancy 
a nd beauty : the re_js— an_.i nner confliclMh the minds of; 
sev eral of ^the,^h‘'^^•?'^lJ‘^^‘^ .het3vyen„lovg_and Imnour ; there', 
is a stirxinsL.stor.\b:33!-fighting. and.martjal .enthusjasm,,fijj^^ 
\dth^jntense_..dran3atic.„interest. I n g eneral scope this-^ 
heroic tragedy of Dryden’s is surprisingly ,hke. the. general 
scope "o 1 f the .Shakespearian„dr.ama, J.f _\y.e. rpake, allowances ■ 
fo£TfieJrjequeijUiappy-eudLugjivliich-the-Restoration author, 
probab ly i nfluenged. J)y- ,tl.ie^tr.ucii.UJeu,of_ep.ic and heroic 
poet ry, sa w fit_to,^giv.eJa^S-.pJays,:__^ril_bpth we find an 
ex citing plot paral lel,ed.-b.\ianJoner.j&tT:u.gjGrle.iJn..both..there 
are given to the her o .. superiiuman. proport ions, the dramas 
being thus raised to a level ab ove that of ord in ary lif e, 
n the Jieroic'trage 3 ynio'ye'’er, is in one way a development} 
of earlier forms of tragic endeavour it is a development^ 
carried" to excess.' Dryden’s Iplays bear ..the same relation • 
to those of Shakespeare as a gramophone record bears to 
the voice of a celebrated singer. The t one s are exagg erated 
and made harsh.:-t]i ere i s the continu al drone of unfi^^ d 
harmonies : a lack— of-.delicacy ^and.;.of.,i,s.ubtl etv pervade s 
th e wfible. , " Unquestionably Drvd e n realized the spher e - 
o f . tru e trage.d>L:-Jie-had.^Qm e conce ptio n of the genuin e 
I lia of t his tvp.e..p.£_dramajJiujLJii.s_a_g e wquld not perm it 
hipi to work that iSea^o ut in its corr ect, .for ms. The co n- 
sequence is that we can do little else now but smile good- 
humouredly at the .more_appare nt follie s of the_t.v.pe.. Ihgj; 
psychology, the l anguage, the atmosphere, of this heroic 
J^-Pia,ar£,alliQi;eigruto^. ^ . 

There is, moreover, one out:^anding want in all Dryden’s 
plays. That want is thVfack of passion, or the lack of , 
a dequate treatment of passidn'afe~’’s'ceries .'' '.The- jreaction 
f rom the overstrained emotions, of F ord’s degenerate 
t ragedies took the form of a complete overthrow of the. 
JKorid-of-p assion. T fi.s.t_asU:he-Joetsrih , an endeavour to 
secure some .jsanex-jqtte rance than was provided by the 
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flesser^^jmetapjiysical^ writ ers ,^ turned to. the heroic couplet 
^and the realm of the intellect, so. the dramatists endeavoured 
to escape the wilder sentiments of a Ford adopting as 
their sphere common sense and reason. '!p:ag edv. how-evcr. 
can rarcl}^, i f everj ■l^thu^iimj^ed...ip_an Jn.telk ; 


passion is its veryjif.e- for ce a nd in nerm ostJj.ejog.; jnpr^Wfis 
5r3^-Qlb~^^?T??L-QnJt.ll?.-DQ?tO^-joi!.J:he„me,tapjixsicajs. and,,oJ 


the pre- Restoration dramatis ts, e ntire ly,.lacking..in, emotipjn. 
It is lfie”^olion in him which makes him the greatest 
,Iyric-writer of his time; it is an u nd er curren t of emoti on 
which makes Mac Plecknoc and Absalom and AchitofJtel 
such perfect satires. For.„ttaged 3 "jjDnJhe .other. J.iau^^ 

. undercurrents^of passion are not sufficient jjierp„.a„tull 
' abandon . . must. Jie-. jnade_,to3T}Al"st^r!ne.st^.and^jmpst_^Ppl- 


• embracing oj emptipxisj^ aud „that _ the , c_ommpn„ s ense ^and 
' reasonableness_ of the _age_^vould_no^ 

' there fore. _is^_ fettered...., .He_ ..cannot, , thirou!. Jiimsel.f^. whok- 
hea.rte.dl3:..jnto_ tlie-.,passiQn.s„Iie,.5youl.d.„depict^,f,o.r„iiSj.,\vLth 
t^^cpnseqtience tlKi^his,.emqtipnal.,scenes are-stiltcd-and 
unn atur al evel^ beyond th e jin glin g tones o f the., heroic 
rime. Cine_exampje of this ma}' be sufficient, an example 
which helps to display_the.Jnimense_chagm_jyJiich„dlvjd,es 
the Eli zabethan-£r.om the Restoration t heatre. TJie, super- 
natural had-beea„tr.eate d by Shakespeare with a delica cy 
an d a sure.nes.s_Qf touch unknown befor e save in t he drama s 
of classical Greece, and Shakespeare by.IlT]sT^amjpl e li ^^^ 
influenced jrn^iy ,.o.f . jiis ..successor^. _Dxv-den_top. i n The 
Conqufi.sLo.f„G.7:anadajjit^mi}ts a scene o f like naturej,.but 
a compari son bet wee n the fo llowj.ng_Ii.nes and Jho.se. _whi.cli 
accompany„the..appari,ti.Qn_of.JEIamIet’5,ia.thejL,.wilI..at,oi^ce 
display ho w lamentably Dryden f ail ed in ca lling forth the 
emotions of fear and Avonder and awe. 


Almansor. A hollow Wind comes whistling through that Door ; 
And a cold Shiv’ring seizes me all o’er: 

My Teeth, too, chatter with a sudden Fright; 

These are the Raptures of too fierce Delight! 

The Combat of the Tyrants, Hope and Fear ; 

Which Hearts, for want of Field-room, cannot bear. 

I grow impatient ; this, or that’s the Room : 

I’ll meret her ; now, methinks, I hear her ctfme. 
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{He goes to the Door; the Ghost of his Mother meets him. 
He starts back: The Ghost stands in the Door. 
Almansor. Well may’st thou make thy Boast, whate’er thou 
art, 

Thou art the first e’er made Almansor start. 

My Legs — 

Shall bear me to thee in their own Despight: 

I’ll rush into the Covert of thy Night, 

And pull thee backward by the Shrowd, to Light._ 

Or else I’ll squeeze thee, like a Bladder, there ; 

And make thee groan thy self away to Air. 

[The Ghost retires. 

So, art thou gone 1 Thou canst no Conquest boast : 

I drought what was the Courage of a Ghost. — 

— The grudging of my Ague yet remains: 

My Blood, like Isicles, hangs in my Veins, 

And does not drop ; Be Master of that Door, 

We two will not disturb each other more. 

I err’d a little, but Extreams may join; 

That Door was Hell’s, but this is Heav’n’s and mine ! 

[Goes to the other Door, and ts met again by the Ghost, 
Again ! by Heav’n I do conjure thee, speak. 

What art thou. Spirit? and what dost thou seek? 

[The Ghost comes on softly after the Conjuration; and 
Almansor retires to the middle of the Stage. 

; Ghost. I am the Ghost of her who gave thee Birth 
The airy Shadow of her mould’ring Earth. 

Love' of thy Father me through Seas did guide; 

On Seas I bore thee, and on Seas I dy'd. 

I dy’d; and for my winding Sheet a Wave • 

I had; and all the Ocean for my Grave. 

But, when my Soul to Bliss did upward move, 

I wander’d round the Chrystal Walls above; 

‘But found th’ Eternal Fence so steeply high. 

That, when I mounted to the middle Sky, 

I flagg’d, and flutter’d down ; and could not fly ^ 

Then, from the Battlements of th’ Heav’nly Tow’r, 

A Watchman Angel bid me wait this Hour; 

And told me I had yet a Task assign’d, 

To warn that little Pledge I left behind; 

And to divert him, ere it were too, late. 

From Crimes unknown, and Errors of his Fate. 

Almansor. Speak, Holy Shade; thou Parent-form, speak' 
on : [Bowing. 

Instruct thy Mortal Elemented Son; 

(For here I wander, to my self unknown.) 
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But O, thou better Part of Heav’nly Air, 

Teach me, kind Spirit, (since I’m still thy Care) ■ 

My Parents Names: 

If I have j'et a Father, let me know, 

To whole old Age my humble Youth must bow; 

And pay its Duty, if he Mortal be ; 

Or Adoration if a Mind, like thee. 

The selection of such a passage as this for quotation 
must not, of course, be taken as implying that there is 
nothing of worth in the heroic drama. %.eechu.after„spefiph 
i night be given to prove that Dryden was not only a maste r 
oiJangHage, but a._p_oet_an d a true playwright. All that 
may_be said is th at the limitations of his age, themselve s 
the consequences of romantic excess prevented him from 
expressln gTo~the full those ideas and those emotions which , 
had he been born fort} ^ years earlier, might have e ntitle Oim 
tq_r.ank.among-J:he,g-reatest,oL-the..pos.t;Shakespeariass. 

Alongside of Dr3'den roared and ranted a number of other 
heroic dramatists, most of whom are of little account. 
Elkanah Settle, with his wretched '' Cambvses. Kvto __o.f 
Persia (1671) and his not much 

Morocco (1673), iiardly deserves a better treatment than 
Dryden himself meted out to him. His plays evidently 
won a certain success in their own time, for the latter 
drama has the distinction of being the first fully illus- 
trated plaj'’ printed in England, but th ey^pQSsess_nq thing v.pf 
Drvden’ s nower o f thought oiuoi. diction.. Tohm.Crowne’s 
work is almost equally negligible. The Destruction of 
Jerusalem by Titus Vespasian (1677) is his best work in 
this style, but even it seems »?dull and uninteresting when 
compared with The Conquest of Granada. Of all the rout 
of heroic rimesters barel/'three stand forward as possessing 
unquestioned valueiv.^ -Rog gr^Bp yle-.-EaTHoi Q rrer:^,. already 
mentioned as a predecessor of^ Dr yden in his stv_le _is_m 
some wavs the least of these. A certain strength he 

r~T - II |- | |P TT- >I I1 n il - I U ^ 

has, and a d ecided bower' of expressing his thoughts _i n_a 
capable but not over-musical heroic verse. .His claim to re- 
membrance rests, however, not s o much o n ‘these qualitj es 
as, on some peculi ar features of the' the mes and of the treat- 
ment of those themes. It ig noticeable, in the first place. 
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that O rrery’s pla ys-are-rriQdelled.cm-.a ^plan^clearly.^distijpct 
frpni-,tliat followed by liis companion, Dryden. Dryden 
belo ngs to the resfular line of native dramatic development. 
His _p Ja.VJS«-ar.e~-successor^.-Ji_far-Qff_succes sors .^.,oJ~tEe 
Shakespearian tra gedy. Orrer}^js..more. deeply, influenced 
b)' the rimed tragedy of France. His atm os phere has ^, a 
decided chill. ,a n attempts at cl assical restraint, which 
mark s him nnt as the .follower of Corneille and Racine 
rather than of the Elizabethans. The peculiar fact is, 
h owever., _that, deepl y , i nfluence d as he w;a s by French 
exampl e, he went backJn -Some of his p la ys to an earlie r 
English .dramatic tradit ion, lost in _.the_postjSh^espeaxiaJi 
p erio .d.... If Tragedy of Mustapha, Son of Solyman 

ihe Magnificent (1665 ; printed 1668) and in Tryphon (i668-, 
printed 1669) he adopted those Eastern themes so p opular 
with the heroic writers, hr'jXlb^JdAstgr^'-ofiMdrJir^JJicJFifth 
(1664; printed 166S) and in The Black' Prince (1667; 
printed 1669) he t ook up the chronicle-history^ tradition 
abandoned by almok all 3 ramatists in the Jacobean and 
Caroline periods. It is assuredly true that his treatment 
of - these native historical themes is almost totally un- 
historical, and that it otves n .othing_t p_ sixteenth-centu ry 
example.-^et the ver)'- fact that, Orrery thought of_EngH sh 
histp^_.at_a-Jimfi.-i^d^eIl.JIlenlsJmnds~^x;eIeJIlledJyjtll_^^ 
tes que visions of Peru and Persia and Egypt sho ws that 
he had a mind of his own, and his action must have had 
so me in fluence-upon later dramatists .who turned once .more 
for insp.ir.atipn-toJ the historical events of their native land . 
It must, of course, be confessed tliat Orrery had but small 
importance in his own time. Charles may have approved 
of his dramas, but his lack of stirring action, his chastened 
l anguage , his eifprt s at restraint^ were, ill suited to compare 
favourably with the more 'exciting tragedies of Dryden. 

Orrer y’s iriflp fnrf. ramp, lylipn pgPiiftr.-r1ggQi>igm 

b rought calmn es3 jp_thj5.jElLglLs]Ujieatl3^^^ 

wjith-Jhat>4)seudiQddia^c,-pla^itj^ 
h istorical subiect-friatter. ' " ’ ' 

Of different importance i s .Nathaniel Lee, .the Bedlamite. 
This man, who' first appeared on the dramatic horizon in 
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the full flush of heroicism with his Tragedy of Nero, 
Emperour of Rome (1674; printed 1675) who con- 
tinued to provide the theatre with rimed and blank-verse 
.pieces^ until 1689, was one of those unhappy creatures who , 
b orn w ith an u ndue share of enthusiasm and passion in to 
^ . wo rld of .intellect..and^easpn. found relief only in mad- 
ness. He is akin to Cowper and Smart and Blake, liglit 
flashi ng„.from,.his .bxainJnJuridJnter.vals.. gleam ing all th e 
more _b.rightly.„.because^ol-.the, .surj:ounding-.-.gloom. The^ 
follies of Lee’s rhapsodies for long obscure.d his real po wers , 
but we now, m an age when dispassionate judgment is 
possible, can see beneath^the absurdities of Sophonisha: 
or, Hannibal's OvertUroi^{i 6 /K\jirimt'td 1676), of jGloriana, 
or the Court of Augustus Ca:sar{i 6 '/ 6 ) , and of Theodosius; 
or. The Force of elements which call for our 

whole-hearted praise. Lee possessed something of the 
mighty voice of the Elizabethans. His passion is infecting, 
rising as it does to the rich sweeping of tumultuous verse. 
He hasJi ttle form in hi s, dramas: every one of them lacks 
tli!,e,_fini she.d .„carp „o.L.a . .master, Jj ut if w e_may.,be..-perrnitte(l 
to judge of plays by^ndiyiduaLscenes^ — always a dangerous 
course — we_^^^stl^accorjd_him..,.aJiigli.._place....,.among^the 
dramatists who c ame between t he .age,_of __Charles II and 
thejge,p.f..yictor.ia. 

The only other heroic writer who calls for individual 
mention here is Thomas Otway, ; wlio, before he penned his 
two brilliant masterpieces, ’’gave a' rimed Alcihiadcs (1675) 


and Don Carlos, Prince of Spain (1676) to the theatre. 
Both are marked by .s.uxeJU.touches.^than maj' be found 
anywhere in the period save in the plays of Drj'den. Al- 
ciMgdesAjas many foolish scenes, but even in it there is 
a strength of utterance ha rd to overlook. In Don Carlos 
we reach one j)f . the^ mpst^perie^t joi Jihese jierpjc..,drai^^ 
TJie. .theme ha s m ore . r.eaIij:;vuthan is usual in the type, and 
the.,p.ass_ions..a.r e not exagger ated out of all likeness to Jiu- 
man emotions, ijie conl^t”ln"tlle''ljre ast o f the— SQn.>is 
well,deyelopg,(j, and Otway shows himself here, at the very 
opening of his career, and working in a peculiarly difficult 
and circumscribed dramatic sphere, as the master which 
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he later proved himself conclusively to be in TJid^xplian: 
or^-ZJjudUji]mpp-yJ[laaJagj(u{^^ and in Veukc^.cscu/d; 
or,' A Plot Discover’ d (16 S2). 


(ii) Blank-verse Tragedy 

« 

The mention o f these two , dra mas brings us to an account 
of a dramatic development cert ainLv-.influenaed.Jiv^^but 
disdnct_Jrom^~that~M?f-— the-lieroic — tragedj'^^This later 
dramatic development unquestionably \vas.^ due to a new 
a qpre .ciatiQn-rOf-.Shakespeare»>. In 1677 Dryden wrote his 
All for Love in imitation of Shakespeare’s style, and Otway 
produced, between his heroic plays and his two master- 
pieces, an adaptation of Romeo and Juliet as The History 
and Fall of Cams Marius (1679; printed 16S0). It seems 
almost certain that ajceneytecLacciuai ntanceship with Shakes - 
pea re's tra gedies was thus p artlv„xesponsible~-for— the^aJr 
niost_complete;-disapp,ear.ance of, the.rimecLdxama, af ter 1 ^78 
or 1679. Pseudo-cla ssicism.— rapidly growing in power, 
aided in curoing the excesses of .the heroic playwrights, 
but to Shakespeare we must look first for the cau seuaLthe 
c hange . TJie Orf Jian^ i s not precisely a Shakespearian 
drama, bu t it has s omething-of— fhaLJiighe r, and noble r 
conception of tragedy which is associ ated with the early 
seventeenth— century. Th e plot ^ is welTTcno wfi how two 
brothers love one girl, hoAV one of the brothers marries her 
secretly, and the other, thinking it all but a licentious as- v 
signation, anticipates his brother in the darkened room 
and brings tragedy to all three. The story' is a poignant 
one, full of possibilities of. which Otway has taken full 
advantage. Th^.eJ[sJl.er.e/[jhgtjnins^ 
with fatal purpo sp which n^rks out the gre a.test_traged.v:,o.f 
all ti meTT TEe ^two brothers and the unhappy Monimia 
seem, as it were, wrapped in the folds of some mysterious 
destiny; their thoughts and actions are warped from their 
original .intent; and the tragedy consequently is more , 
t han a_m ere.Jale.-ofJiuman-f.r4i.ilt.y. At the same time, it 
is th e licent ious pa ssion of the one brother, and .the innocent 
d^fig^ of trie which immediately bring about the 
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catastrophe. Only in one respect does Otway reduce this 
} pla y to lower l evels. "TSisT- aSi^ too . frequently, 

is.i,I,hat. of jpadios,, rather^ ,t^ awe. The exciting 

^ oi tea r s is liTs"' ob jec t rather than the co njuring foFtliro f 
- th ose d eeper..and_ richer ..emotio ns whic h leave us "d r} 'i-reyq4 
^ and aghast. Iri^^hyay’s hands thi s element of pathos i s 


' over-deep.ly..,stressed. bu t his example..>was..destined« to 
b ring a sad arTayj^/ ^ lamei^teble^and Jachrymos.e,jd]ca^ 
tjie^Eiiglisivstage.^ V'eniceJ^cscKt/d has less oi-tliisjelei^nt 
of pit y. The theme is one of sterner emotions — the hard- 
hearted yet generous Pierre, the vacillating Jaffier, and the 
troubled Belvidera raising the drama above mere pathetic 
levels. tJjer^e„p.ei'Jiapj_the_sfnsjg_o,L.iate_i,5^M^ 
CAddent, although it is apparent in man}' scenes, but the 
psychological delineation of the characters is still more 
subtle and finely finished. Xbf-JESsential.jer.rors__p,f,jthes^ 
m ain figures are , to.oj^Y.ell-de-v.eloped,.^d..the ,tragedv_se.e.ms 
to move forward iQgican.v,^ toward^ its s elf-appoint ed ^ en d. 
Its only blemishes lie in l|ip„np,t„wJbuo%^conyincing.jnadn£ss 
of Belvidera in the final scene, and in t he comic ep iso^s. 
which, in spite of the defence of some modern critics, seem 
to destroy the general atmosphere of the drama. 

Of D.twa v's power there is no ot her dramatist of this age 
except Dryden, and even Drvden never succeeded in pro- 
d ucing such a master-work as Venice 'FrcsTry^^ ^^IFTor 
Lone is his finest achievement, and this drama has less of 
t he true tragic spir it than Otway *s. The theme, as is 
well known, is that of Antony and Cleopatra, although there 
are few verbal reminiscences of Shakespeare’s play. Pxy - 
den’s aim has here beei^to fuse the more formal elements 
of the pseudo-classic theory witTiTlTe" richer proportions oT* 
the Eli zabethan theatre.^ He has cut out the multiplicity ^ 
scene, which at once adds to and detrac ts from the for ce 
of Antojiv^ cind Cleopatra, a nd he has_reduced . the feeling s 
of the chief char acters t o "such standards as his co ntem- 
poraries c ould unde rstand an d appreciate. It is un dfiniable 
that he., has .. lost _ajri6C "that"' high ardour and passionate 
romance which breathes from every scene of Shakespeare’s 
play, but it is equally. undeniable that he has succeeded. in 
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giving to this theme a more coherent and formed treat- 
ment than is apparent in the earlier tragedy. All for Love 
in its o\Yn style, but only in its own style, is a drama 
wa.rthy,^oJLJbeing_con sidefed ' alongsid e 
C leopat na. Dryden js. jother-tragedies Jiay.e. hardly the_ same 
stLength-and-fer-voiw. Ajiiboyiia (1673) is a crude tragedy 
written purely as a piece of propaganda against the Dutch ; 
Troiliis and Cressida, or. Truth found too late (1679) 
is merely a tragic treatment of Shakespeare’s peculiar tragi- 
comedy;' while Uan^Sj^hasii<atrJQn(h-of~JL 
printed 1690) and Cleomcncs, the Spartan Hcroe (1692) 
iii grk _tetur-n5«4e-4ic4:Qic-senti ments,^ even although thesejag- 
roi c sentiments are._c QUched inJalank-verse instead-oi-rime. 
A!togethe x-X>ry.den!s _ efforts in the realm of t ragedy are 
disappointing, H isJ3esL-WQrk,w.as-.castJn- tire, iorm„o i,tlie 
h eroic drama , a^tvpe— ojL-theatrical„.Iiterature^w.hich,^vas 
mgnifestly unsuitable _ for_the_enunciatiQnL-oi-J]ie-Joftiest 
a nd proioun desL-passiQns,-JThe later dramas were written 
obviously for the sake of making money, and even All 
for Love shows the author too deeply fettered by the condi- 
tions- under which it was written. This greatest of all the 
Restoration writers seemed to fail in the theatre. He had 
tl i^e dra maticLsense-develope d to a high_d egree,;_but.,_in_tlTa.t 
ag e of conflicting ideals. Drvd en_ne-v er secured for himself 
a defi nite aim jin.dja,xpnsdous,pjn:no£e.-_J3j5-dxainasu,at.beat 
lack true individuality. 

ATTragedy “developed after 1679 several marked ten - 
dencies become apparent, tendenc ies which are inherent in All 

m il II ■A j ' J i»— « I— ■■ " u p a i n <■>••• mm • ► ■ ■'■•••Kri « ■■■■•■ |pj 

for Love and The Orh hjaji.y^Tht first is,.pseudo-classicism, 
l eading towg rcLstcictnessL^of form. Jn.chichn£-th,e_xetention 
o f the thr ee unities_a nd , to\ya rd chi ll of ..dialogu e and 
simplificatiQjQ,o£.plot»-^CJie other, which takes diverse forms, 
is the_mQy£ment-to.war£Lpathos„and_gity. These two ten - 
d encies dominated practica lkLJthe-j^^!J:^e^lJxagia,pix>d^^^ 
ti Vity from the last decades of the sev-e ntepntji rpntnry on 
to the latter part of the _eighte&iat-h. The pseudo-classical 
school, ' at- least ' that part of the' pseudo-classical school 
wliich held most strictly to th e “rules* of propriety and of 
g.QO(L~cQnduGtr-liardIy obtained a secure footing in the 
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seventeenth century itself, and even in the Augustan 
age proper (from the reign of Anne to the last quarter of 
the eighteenth century) pseudo-classicism in the the- 
atre seems to have been rather an undesirable ele- 
ment. The regular pseudo-classical plays were duly 
mounted and revived, but none proved genuinely popular, 
unless we assume that the success of Addison’s Cato (1714) 
was due entirely to its own merits, and had nothing in it 
savouring of political prejudice. If tlie more extreme 
pseudo-classicists, however, had little hold during the Resto- 
ration period, the rules so cherished by them penetrated 
through all the realms of -drama and came to influence 
greatly both comedy and tragedy. The simplified form of 
the Antony and Cleopatra story found in All for Love is 
directly traceable to the influence of these pseudo-classical 
ideals. All att ern pts were made to avoid romantic pro - 
fusion of material, and gradually, with this.,simplificatifin, 
there disapp^ared„that_richness-oJLpassipn,„that^,exce^js.^f 
emotion , frpni_whichjhe_ri)maptic...g.emus_-ultimately^kes 
its^rise.. 

As a species gf._ reaction . to . .this, . .altliough frequently it 
took a course parallel to and even joined paths with the 
pseudo-dassical movement, we find the development of 
pathetic and pitiful sentiments and scenes.* This tendency 
has already become apparent in The Orphan, has been 
noted, indeed, several decades previously in some dramas 
of the period 1610-40. Now, however, it flourished most 
abundantly. Love a nd honour _themes-iiad.-probablY,J[ed« 
men to _stres s more deeply than in __Elizabetha.n„dav.s._J:h.e 
subject_o£,.amoip_us_passion,_,s.o,J:hat 3 -y-Jthe^-encL.of...,the 
seventeenth„century hardly any tragedy was nenned.jvvhijch 
<hd.jnotjntroduce-as-.a..mainJheme..a.,tale.-o£Jove,-happ3fcjor 
disastrous.. Inevitably this weakened the tone o f , la fe 
se%enteentli^century -tragedy. Instead of the vast, cata- 
clysmic, elemental emotions, varied an d _diy.er.se.__w,hich 
m arked the tra ged.les__Q.f...^hakespear.e-Ave-~.fiHd.., constant 
plaints and passages of amorous bombast which are difficult 
to read and in the sincerity of which we cannot believe. 
In accordance with this change of atmosphere went an__ 
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alteration of tragic plan. In Elizabethan times tragedy 
haH*"'b'eeh".‘preclbrhinatingly masculine ; the hero formed 
the centre and keynote of the play ; on him a ll attentipn 
was_f.o.cpsed-, With the entrance of lov e into the theatrical 
are na the _JierniD&.japidl\Li^'tnc-!.to_fal<^*^'i^e*'prpminent 
pl ace. Hejc-pr-ogress, however, was IjinderedJm^ths,. days 
of pureJtieroics, by the presence of martial proAvess from 
which — for few heroines were Amazons — she was banished. 
The^advent -oLnathos.- on the other hand, dist inctl y favoured 
t he hero ine. who_came— more— and— nioj.e_to_usur.p- the 
p rominent p ositicuL— until— tpjKar.d„tlie—end~o£~the-xentury 
we reac h th p 'she-tragedy/ .where the hero has almost 
completely vanished and a Avoman figure dominates the 
entire action of the drama. This— 6naJ— culminaJupn Avas 
not attained until the eighteenth century, Avhen Ro.avc 
fully established the type, but the tendency can clearly 
b e traced in the preceding decades. _ The.^ most important 
predecessor of RoAve in this sphere Avas John Banks , who, 
starting Avith a couple of heroic dramas — The Rival Kings: 
or The Loves of Oroondates and Statira (1677) and 
The Destruction of Troy ( 167S ; printed 1679) — passed from 
to pen a series of pathetic plays on Ip storical themes. 
The Unhappy Favourite: or The Earl of Essex {1^1 ;•! 
printed 1682) AA’as the first of thesej^^JolloAA'ed hy n^rtue 
Betray’d: or, Anna Bnllen (1682), Tlie Island Queens: Or, 
The Death of Mary, Queen of Scotland (printed 1684), and 
The Innocent Usurper; or. The Death of the Lady Jane 
Gray (printed 1694). The titles of these tragedies clearly 
show their general scope. None remart-ahlp fnr grpqt 
i ntrinsic ex ceUence-r-although Banks was a more capable 
writer than is usually supposed, but their historical valu e 
is literally enormous. SeA?eral of these plays remained 
long on the stage; Rowe certainly was acquainted with 
them; so that B anks became one of the most poAverful 
fo rces in the develo pme nt of eigh teenth=century— tragedy, 
^t is not too much to say that in .several dramatic schools 
his influence, direct and indirect, for. forty or fifty years 
after. his death was second only to that of Shakespeare 
himself. 
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(iii) Opera and Spectacle 

These heroic, pathetic, and other movements all com- 
bined with a general operatic tendency. $ceJ0Ary had, as 
we have seen, come into general use in this period of the 
Restorat ion., and along with this advent of scenery we h ave 
noted the tendency toward e xaggeration and artificialit y 
of plo t and charac t er. The age still retained that en- 
thusiasm for music which was so marked a feature of the 
Elizabethan period, and this enthusiasm for music added 
to the other movements indicated above readily made way 
for the elaboration of the opera. To trace this develop- 
ment accuratel}' it is here necessary to return to the dramatic 
work of Sir William D*Avenant._ who is one of the in- 
augurators both of the heroic tragedy and of the opera. 
It has been already noted that he was the only person 
authorized during the Commonwealth regime to arrange 
theatrical performances, and no doubt he was enabled to 
do so only by representing that his performar^es'^were not 
of plays, but of musical entertainments. The Siege o f 
Rhodes (1656), along with TJia,Cxiiclty^o.f^thc^Sjpaniai:d^sJji 
(1658), and The History of S’" Francis Drake^ ( i6-^8 ; 
printed 1659), was ^a_ musical ent ertainment.jDjL-this__s,Qrt. 
written in rime and designed, on the lines of .Italian opera, 
t o be sung in recitative an d^jzQjg,, As a play. The Siege of 
Rhodes had its influence upon Dryden and other masters 
of the heroic tragedy, but it is valuable besides that for its 
position in the development of English opera.. The new 

scenes, the accompaniment o f_tlie— orchestiia ^thc— pleasant 

airSj ^all attracted the attention of playgoers, and before a 
few decades had passed other writers were striving along 
the same path. The first approach toward the o pera in 
t he R estojatiorL..-peDod— pr.Qper.-.was-.»i.~-tbe^^r.e_ctipn-jof 
Shakespearian _adantatifliu T he Tempes t, after a con- 
siderable amount of sophisticated alteration and addition, 
was made operatic b}’- Dryden and Shadwell; MacbeJ Ji 
similarly was operatized by an unknown author, who has 
been conjecturally identified with D’Avenant. The adapta- 
tions proved popular, as is witnessed by the numerous 
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references, scathing as well as flattering, to the new fashion. 
That popularity inevitably led toward the composition of 
original operas of an even more ornate cast. Dryden, al- 
ways ready to adopt a current novelty likely of success, 
penned his Albion and Alhaniits (16S5) King Ar- 

thur: or, The British JVorthy (1692). D’Urfey, Settle, an d 
o thers vied with one another in producing similar works, each 
more gorgeous and full of telling incid ents and_jaavelti£S 
than the last. These oper as, it may be observed, were 
a ll on the English plan, and were commonl)'^ designated by 
the title ‘dramatic’ i n contradistinction to the ‘Italian’ 
operas, to produce which in England attempts had already 
been made. The card inaL differenc eJietw.eeii-theJLWo t^vpes 
li es in the presence or absen ce_oij :ecitative. All the dialog ue 
o f the dramatic opera i s spoken; such operas are merely 
s pectac'ula ii_pla.ys«.wlth.-mam’LJncidental ^ongs and full ac - 
c omnahimen ts^f-instrument al music.^ The Italian operas, 
on the', other hand, are designed wholly for singing, no 
s poken 'dialogue being- p e rmitted unless in some occasional 
scenes of a comic character. Wi th t he aid of Purcell the 
fo rmer type held the field all through the Restoration period , 
although a French opera in recitatiye was produced in 
London in the early seventies of the century; but once the 
fashion for opera had fully established itself it was inevitable 
that efforts should be made to introduce on the London stage 
some of those productions which had charmed audiences in 
Rome, in Florence, and in Paris. 

These efforts culminated in the first years of the eighteenth 
century, and, although the account of them ought strictly 
to have been included .in the following chapter of this book, 
it may be well to glance here at the early de ^^elo pment o f 

translati on. Two theatrical. workers, MacSwinv and Mot - 
t eux ».seem to have been chiefly instrumental in preparing 
' for the stage the first two operas of this type, A^siiwe ( 1705) 
and Camilla (1706). The singers in these were all Eng- 
lish, and the original music was adapted to the conditions 
under which - the works were produced. Soon, how- 
ever,' it was found tliat the stock of English vocalists was 
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limited; every one praised the voices of Italy; and ac- 
cordingly high sums were offered by the managers to 
tempt away from the Continent a few of the more noted 
singers. Even^^^^eJ J;he-,pro;luction jDf _operas in the It alian 
tong u e was delay ed,. Jhe managers ad o.pting t he exp edient 
of making _the„Englisli.si.n.g ers p e rfo r m in English and~the 
Italia ns in_Italian — The confusions and absurd situations 
which arose from this convention may be found chronicled 
satirically b}^ Addison in several well-known Spectator 
papers. Such a compromise could not endure for long, 
so that we are not surprised to find within a few years tbj^ 
a2E^?.h.ce_oJLJialign_QpJEnasLJn_all_their_QrjginaL.gLox3^ 
Once established upon the stage, these operas definitely 
held their position. Hand.eJLcame to England and aided 
in arousing still more enthusiasm for the type; hardly a 
year passed b}' without the production of several new works; 
the Italian opera became the fashionable haunt of society, 
and in its own wa}"" aided in the weakening of native 
dramatic work. 

The advent of the Italian opera had several well-marked 
i nfluences upon the E n glish stage . The dramatic operas 
were rapidly cast into the background. The Tempest and 
The Prophetess still appeared every season at one or another 
theatre, but few new works of the same class were written. 
While the older successes still retained something of their 
charm, the form was clearly felt to be old-fashioned, and 
men, when they tried to write something which might rival 
the Italian works, penned their verses in recitative and 
aria. Beyond this, however, the new fashion placed its 
mark upon the age. The success of the opera-house fre- 
quently caused a corresponding failure of the other theatres. 
Upper-class society in the eighteenth century was often 
plagued with the curse of indigence, and the high prices 
charged for opera subscriptions left many without the means 
of patronizing regular plays. A new opera, too, took away 
a good part of the spectators from the ordinary theatres, so 
that the many complaints which were uttered against the 
novelty were not by any means ill founded. 

On the dramatic literature both of the late seventeenth 
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and of the eighteenth centuries this operatic furore had its 
marked influence. The spectacular features of these pro- 
ductions led managers to attempt the reproduction of some 
of the most startling effects in regular plays, led dramatists, 
too, to fill their comedies and farces with many more songs 
than had been normal in preceding years. The plays of 
D'Urfey are thus richly interlarded with numerous lyrics 
of a diverse character. T he musical elemen ts_i n these come - 
dies. ,a ddedLto..tlta.>generaL.populaxity-.Qf_the o p e ra, unque s- 
ti onably _ laid-.the.J)asis-nf ■ ■that^.tv.pical^eighteenth-centurv 
d ramatic development, th e ballad-farce or the ballad-opera. 
It were proceeding too far ahead to enter into a discussion 
of The Beggar's Opera and of its successors in this chapter, 
but a true appreciation of Gay’s efforts cannot be secured 
without a realization of the importance in those years of the 
Italian opera. 



CHAPTER III 

COMEDY IN RESTORATION TIMES 
' Comedies of Humours and of Intrigue 

1 . \ 

I' I '^ HE heroic tragedy and the opera g ave no great 
mas terpiece to the th eatre. Some features” ol 
JiL beauty may be discovered in both, but there is to be 
found no single work of either kind capable of being placed 
alongside of The Orphan or of Venice Preserv’d. XioigJlEe- 
ative power had left the _r.eabn-,ojLserious-dr.amaj^ll.>lIiatis 
new and invested wit h JndiyJdualitv— of-exnressionJs-toJbe 
sought for in the sphere o f_.come dy. „ "The" reasbii for this 
is not far to seek. The a ge,.a.s_has,..been.,shown..p.re3:i ouslY . 
had aban doncd^the.,wavs of poetry and was searching for 
tru]dijio.tJp.,theavorld..oLthe^iinagin ation, l^t in the world, 
of common.^sense and reason. The ricli music of^TFi e*” 
E H2gbetli an:'siiygFrslairdrt'he'" bizarre stanzas of the meta - 
physical poets were alike displaced in favour of the heroic 

* ^ ■ — -■ ■ I T»r» ■ »ii ■ i »i . T »nn ■■■ 

co uplet, _a verse-form whiih demanded for its successful 
execution little beyond a good ear, a sense of proportion, 
and a vivid intellect. W,i‘^-^tlie_a.pp.ear^nce...o.lJ:bis_reign 
o f common sen se._m.oxeoy.d.,...a new prose was discovered, 
a prose fitted for the enunciation of logical thoughts and 
' witty fancies. ]More _.and^mQ 3 ue_m en turned to this p ros^e 
for a medium in \vhich, .tp_ exp ress th eir desires , s ^ that 
con^ 3 y 73 liat - species - of.„drama_w.hich„alpne_permittecUpf 
prose dialogue,. became,.the„mpst^typical Jorm„.of„theatrjLcal 
literature, ^and, .at.,the .sarne time, J;he..fQrm..moat.,capable.»cgf 

expressing Jhe very Jemper a nd sp irit, of thejage. Beyon d 

Otway die R estoration—Period could produce , no tragic 
dra mat ist of the first ra nk ;__bu t in comedy it nou ri shed 
several of the Sf re atest of English masters, who b etween 
them_succeede.(£injmaldng..,tljis„ope_ojLthejaipstjaptablej^ 
in the hist on^ of ^.theJiieatEe. 

It is this age which is associated with the_rjs_ e_and develo p- 

242 
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ment of the comedy of manners , in theJiands-o f. F iViprpgf, 
\ yvcherlev. C p.ngiie.v,e._^^anbm£^x>>.and_Far quhar : but we 
must not forget, in any enthusiasm we may feel for these 
dramatists, that, after all, their works form but an in- 
finitesimal portion of the man}’- comedies produced during 
these years. None of the first three wrote more than four 
dramas each, and the latter two composed most of their 
plays in the eighteenth century. The,..c_oi' ncdy -^of manner s , 
which they succe e ded in establishing and which marks 
the_acme_Q£_ccimedv-in-.lhat-age.— did.jnoL-bv any "means 
d ominate the world of jthe_theatr.c.: it was rivalled by^any 
anot her form w hich-Praved as nopular. if not more popular, 
with contemporary audiences. 

Among these t3'pes the old comedy of humours took an 
important place. Tonson still held h is_.posltion-as-chief _of 
c omic dramatis ts. ..and-liisJntcllectuaUsm_madc__f.ulLapp_eal 
t o an _.age.,W£arw...QL-d'egenerate-imagiQatiQili There were 
some yyho placed him, because of his art, higher than 
Shakespeare; and eyen Dryden, much as he revered the 
name of Shakespeare, did not dare to place the one above 
the other. The influence of Torson on the period is two - 
folck- We find, in the first place, a number of cprneidies 
o bviously m odelled—directb-— up ji Jbis., style ;.-and, besides 
these, we discover many dramas which, while not p reyjail- 

i ngly Tonsoni an in— essenc e b tray clearly the influenc e 

of his w ork in dialogue, scei ^., or character. Ev en th e 
ma st^s of_the-Comedies_p i man lers frequent ly. showecLtliat 
they„had...Iearjied„part_oL_thei.r„a,rt_atJeast_irom-the-early 
s even teen th-c entury-playAyngJit.. 

^ • Of all the pure Jonsonians Thomas Shadwell is without 
doubt the chief. No man more insisted on Jonson’s great- 
ness ; n o man attempted more to re piodurp,„,«;niTietJii ng o f 
t he atmosphere of Every Ma n i n his Humou r or oi Bar- 
tholome w Fair. ^ Shadwell has long been neglected. It 
is probable that his quarrel with Dryden proved fatal to 
him, and he has come down to us as an unmitigated fool 
who never even deviated into sense. That this is a false 
judgment will be admitted by anyone who has read any 
of Shadwell’s work. The truth is that he was no mean 
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‘descendant of Tonson. His style, certainly, is roucrh, 
lacking that refinement and careful polish which distinguishes 
the more master ly Augustan, prose, but he ha d a true Hair 
for^^the- theatre;- -and-a-considerable s kill i n_ the _jiepic^g 
of Iiumorous types. In some ways he is the~truest-mirrqr,. 
of the age fliat’^we possess;?^ ■ Qpngr^Xe_,ni^_.shpw,.^msre 
l^yiliA*},tly~llM.^lin!^--wit_o.L.theJ;ime,„butUiis--yery--.br.illian6e 
t?k?s.aysiay the reality of th£ _pqrtrajtj_ Shadwell, 

rising to less exalted lieights.'nisplays more accurately the 
ordinar,y_existeiice._o£-his_agie. Starting with a decided 
success in The SnUen Lovers: Or, the Impertinents (1668) 
he continued a chequered career up to his death in 1692, 
his last play, The Volunteers: or The Stock Jobbers (1693), 
appearing just after his death. Shadwellls._dramati c work 
’ is..-of_vanpus j^'pe^^for he patronized opera, pastoral, and 
tragedy as well as his more favoured metier of comedy. In^ 
thej:p.micusphexe^, moreover, he-aJloiv.ed,.4)arti£ularlyJ,nJ|u 
la ter life ,,.s.ey.eraLelements unco nn ected with th e,_ Tpusonian 
style to enter in . There are in his w'orks cliaracteristi.cs 
which have led Professor Saintsbury^ to claim for him the 
title of a father of die comedy of mann ers, and- there, are 
traceable likewise so me s en timenta l_tpuc,hes^which show 
that Shadwell felt the impress of the changing spirit of 
the age. Of his eighteen dramas three or four stand 
forw^rd^as deserving of more particular attention — ^the 
early Sullen Lovers, The Humorists^ (16570; printed 1671), 
Epsom Wells (1672; printed 1673), *T//(? Virtuoso (1676), 
The Squire of Alsatia (1688), and Bury Fair (1689). In 
each of these we meet with a live ly story of c o ntemporar y 
life, a multitude J3i-eccentric_and_extr.ay.aga nt humours. an 5 
a love-pbt -oi-jione Joo4)_ure-a^nature. It must be confessed 
that Shadwell’s plays are somewhat vulga riiJor he is t oo 
t ru e a child of h is dn^ to be prurient or u urjtanical. There 
is _not, however, in bis works any objectionable su g gestive - 
n^s. He is fr^kand outspoken, and wha tev_ei!_of jimlgaritv 
ma;^ of fend us to-dav is seen to be the, r ,esult-0.f-a.(bluntness 
oF ’exOTession rather than a definitely vitiated taste. 

■{ Shadwe ll’s main defect ar.i ses_from hisjoverrslavish imitatipn-'^ 
;of Jonson; never does he seein capable of throwing off 
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t he tvrannv._of,. his-itia&ter.^d-str.iking out _OD-Iines_fi£-his 
ovvn^^ In thjjs.sennlely, follq\ying the Elizabethan, dram^ 
Sh^weII_jY,as,,. perhaps, ^spijieiTihat-ouLat^te, Verx _few 
besides himself, except one or two writers whose age 
rendered them more pre- than post-Restoration in tempera- 
ment, d eliberately adopted the hu moprs— s.fade^_in^l..Jts 
o riginal harshness. 

Of these writers Sir Robert Howard brother-in-law of 
Dryden, is first in point of time. His one pure comedy 
'n.lsJ^J>Mwiil£A (1622; printed 1665), a moderately good- 
humoured attack upon Puritan hypocrisy, is a well-written 
an d vivacious piece o f work, with characters no t too heavily 
exag gerated an^ containing one particularly popular figure 
in Jeg, or Teague, a loyal Irish servant and ancestor of 
many similar types in later years. With Howard may be 
mentioned the rougher and more plebeian Jphn_Lacy, who 
in The Old Trooh : or. Monsieur Raggoii (c. 1665; printed 
1672) contributed another anti-Puritan satire to the theatre. 
Besides this play Lacy has left us an adaptation of Shake- 
speare in Sonny the Scott: or, The Taming of the Shrew 
(1667; printed 1698), one of Moliere in The Dumb Lady, 
or, The Farrier Made Physician (1669; printed 1672), and 
a more original work in Sir Hercules Buffoon, or. The 
Poetical 5'gm7^(i684). . All of these are marked by the 
same features ^ tend encj^g. follow. j nn.«;nn „ in4 liex depicting i 
of exaggerate ^,.hump.uis.!! ^certain rou gh ness and vulgari ty 
aL!te 5 :ui:e..^d- a decided propensity towa riLia^ce, This 
last characteristic of Lacy’s plays may be due to the fact 
that he himself was an actor, and consequently was fully 
alive to all the possibilities inherent in stage action for the 
summoning forth of laughter. A companion of Lacy in 
the fields of farcical humours is John Wilson, whose comedy 
of The Cheats (1662; printed 1664) has lately been rescued 
from the oblivion into which it fell in the nineteenth century. 
It has certainly an„amjis.iugLplQt-.and some,,! airly ludicrou s 
dialogue, but it is marred, like most of these Jonsonian 
\TOrJcs7^_coarseness and lack of delicacy in style and ^ in 
jtrp.atment. ~ ~~ — — — 

As has already been noted, these comedies of humours, 
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even from the first, were by way of being . a trifle out of 
^a.te.„. T he age had attained an^addedL^efinement 
lang-Ua.ge__and Jn- -Outer c ulture, so th at. _the. .temper of die 
Elizabe than period. , Jnora-4iianIy^i)ut Jess^delicate^ _se^e,d 
abiost.^lGothicLto_thp_airx„Cayali,er3_of,,the„.S.tuar.tXo-Urt. 
l!)ryden consequently was acting more in accordance with 
'the changing tendencies of the age when, in his comedies, 

* " * ** ****** ^ ' t m ^ ** ^ •T"^ •«# » • 

he..strove to unite the strength of Jonson, the courtly spirit 
of Beaumont,.,and-Eletcher,_and the new air of intellectual 
^it. Had Dryden possess ed more of the debo n air, out- 
wardlv^rilliani: 71 )Ut n ot necessa rii}" p rc^ound, temp er ament 
oJ[.Etherege„and^oJLhis„.successors he might have succeeded 


injfounding Jhe comedy of manners. As it is, his under- 
current of. emotion., his lack-of - fine wit, his inability to 
throw „ himself completely into the thoughtless follies and 
amusements of his time, prev ent ed him from capt uring , 
the precise note of the m iners schoo l. He" stands as a 
Tinlc'Kettt^eiT'flie'eaflief aTid the later, incapable of casting 
off. his enthusiasm for the Elizabethan drama, yet not 
content merely to reproduce, as Wilson and Lacy strove 
to do, the exact style of the earlier period. With The 
J^JjiJjXiUanL{i66:i; printed 1669) Dryden commenced his 
theatrical career. This play is thejiear estp / all his comedies 
to previo u s .models, the ips,p.u:atiom, for it 'having been 
obviously d erived from Tonson*s drama s; biiL^e.v.emJie^e 
thcLTlestor ation author showed _ t hat Jie.-ielt-^the..meeds.j:?f 
his,jO-jyn.,age_. In painting the portraits of Lady Constant 
and Loveby he displayed clearly enough his consciousness 
that_tJie...Sj.u.art .spcjety for whoni he was wri ting d eman ded 
so mething more than the roug h_satire-,wEicli,7rons.oji had 
thrown into his early seventeenth-centur)’- plays. XJiP 


W^ild.. .G allan t IS not a good comedy, but it sboAvs the main 
features-.qf. Dryden’s style, featu res he __3ya.s_.tp....deline3te 
more,,p_eT{ectiy^ in TliT^KivdrXddi^ (1664) and in Secret 
L^e, or The Maiden Uii'een (1667; printed 1668). Both o f 
these.dastr.mentione d plays are tragi-comedies in the sense 
that a wholly serious and almost heroic plot is paralleled 
by another theme as typically comic. It is the latter alone 
which concerns us here. In Secret Love Dryden reached V- 
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the acme .of h i s comic portraitu re^ Cjelad on-an d Florim el 
are well-nigh perfect presenta ti ons of those characters 
a dumbrated in The Wild Gallant . f The air o f careless^ 
a bandon, the hilarious wit, the settiiTg free of all con | 
ventipjial^xeiatraiii^all features of his earliest pla)' — are 
here crj'stallized in the two figures which -will ahva)'s remain 
monuments of his power and genius. In those figu res 
Drvdenj:.omes .closesCtpJJie.spir.itjQl.llie-Etheregianjcomedy- 
In., Ins later life he attempted to reproduce his earlier 
successes. Wildblood and Jacintha in An Evening’s Love, 
or the Mock Astrologer (1668; printed 1671), Palamede 
and Doralice in M arriaae. yj-/g-?»Q ^c_LL67.2j-Drinte d 1 67?.lJ 
Ascanio and Hippolita in The Assignation ; or, Love in a 
Nunnery (1672; printed 1673), Mercury and Phajdra in 
Amphitryon : or, The Tvoo Soda’s (1690), all,,ar e^c Qpie s p f 
t H^e originals and a ll, despi te ma n y variations and truly 
comic featu r,es.-iailJx)i-secm:iLlJiejSKtiraieLv-ancLabandQned 
h ilarity of Secret Love. In these plays Dryden shows 
plainly his position in the development of the comic theatre. 
He owes a debt to Tonsopj. chiefly in his minor characters, 
although in S’^ Martin Mar-all, or the Feign’d Innocence' 
(1667; printed 1668) he produced a play in which the 
principal characters are humours; hP-^^yeSr-tQOr^-debt.Ao 
Beaumont and Fletcher, his main plots being framed on 
thestyle of the comedy of intripe; 
o ut on a path of his own.in-A trMag-tojieljjLeateL-snm.ethliig 
of the new .spirit of the age.. In thus fusing together many 
di verse elements Dryden did a great service to the English 
theatre, but the very fact that he did so has to a certain 
extent taken from his posthumous fame. HuL-QO^riedigs, 
fine as the y are and e xcelleptly-Etted-£or_stage-representa- 
t ion, _hay.e^not-that~ individual flavour which. js.>so-noticeabJje 
in the works of Etherege and of C ongxe.v e , , Th p-re 
one other thing which makes them Jess..acceptable- to-modem 
reaHeiSr^Cbngreve dwells almost wholly in the world of' 
the intellect; his amours are nQ t-ojL,oassiQn._nQLof _the ' 
h eaHllb utIoLJ:he-Ji£ad.-..Xlrvd^^ as has been noted, -still ’ 
retained something of the Elizabethan age in him,..and.as 
a consequence his scenes of licence may strike us as being 
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oftecLmor e immoral tha n similar scenesJn-the_comedi^s o| 
mag iners .„ This statement, of course, cannot be pressed too 
farV'as many situations given by the dramatists of manners 
are as vulgar as anything in Dryden’s works, but it seems 
that therCftis at least a modicum of truth in the assertion. 

Few of the many other dramatists who patronized 
comedy during these years can be dealt with here. Most 
of the ordinary works written for^the theatres are dull and 
uninteresting and demand? n^ special attention. There 
are, however, a few particular ^writers who deserve at least 
brief mention. Of these ‘’Mrs Aphra JBehn is the first. 
Ag^Jiadw.dUsJhej:ep rescnt atiyej3iJh.e^cj3.m 
inJhis„p.er.i od. she is^ the chief representat iv.e_oi_the—P.ur.e 
comedy of intrigue . Her dramatic care^ started in 1670 
vnflffhe'ljipeafance of a tragi-comedjV^<? Forc’d Marriage, 
or the Jealous Bridegroom,‘hut her chief activities in later 
years were to be confiPed to^he^alms of comedy proper. 
Her most popular success wasYIie Rover: Or, The Banish’t 
Cavaliers (1677; second part 1680), but besides this she 
has severaj plays well worth reading, especially The Dutch 
Lover (1673), The,Tovjn~Fopp: or Sir Timothy Tazvdrey 
(1676; printed 1677), Patient Fancy (1678),. and The 
City-Heiress: or, Sir Timothy Treat-all (1682). ' jlhe risUs 

p£Jntr.lg ue cleverly worked ou t and._a_decided.:.skillj.n_cpmic 
portraiture. Vivacity is fier chief merit; a bustling move- 
ment dominates all her works. This species of comedy 
of intrigue, made popular by" the Spanish tastes of the 
Court, was adopted by a few other writers, such as^pjb? 
^SSiJ^^^TL^ir Courtly Nice: or. It Cannot Be (1685), but 
it was not taken up again by any author with the same 
enthusiasm until the appearance of Mrs. Centlivre in the 
eighteenth century. 

Of little intrinsic importance, but of co.n siderableJiistor.ical 
value, two minor dramatists, Nahum Tate and Edward 
Ravenscroft, 'must now be considered. Both were varied 
playwrights, producing tragedies and tragi-comedies as 
-well as purely ^cpruic^wor-ks, but t heir merit lies almost 
wholly in the last-mentioned species. 'I^them^^^OpejOiau. 
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to any_ ^J:ligr.s„wfi^pjtV£..tb.e^exelp.p.nient. and establishment 
A Duke and ko^Tike (1684; printed 
f68^and Vnckolds-Havctt: or, an Alderman No Conjurer 
(1685) by Tate, and the series of lighter pieces by Ravens- 
croft starting with The Citiccn turn’d Gentleman (1672) 
and ending with' The Anatomist: or, the Sham Doctor 
(1697), provided the theatres with sufficient farcical com- 
edies in the last two decades of the seventeenth century. In 
it s initial stages t he farce was not ve ry orig inal in theme and 
plan. The m aiorjt\t-jof^jrate!s„aiidJRa.v.ensci:oJitls 3 voiT« 
arejm.er.ely„qtudej:enderjngs^f_pr.ei'ious,.comexlies. A Duke 
and No Duke is thus an adaptation of a comedy by Cockain, 
and Cuckolds-Haven of Jonson’s Eastward Ho; The Citicen 
turn’d Gentleman is derived from Le bourgeois gentilhomme, 
and The Anatomist plainly shows its indebtedness to Moliere. 
This deve lopment-of, far ce, indeed, betten^than-a nv othe r 
t ype of drama, shows th e w.eakening_taste of the ager^Qie. 
o rdinary spectators were growing weary of e v en the fiy 
f orms of comedy. They were better__pleased-jiyjtli— the 
clov^ish antics . , a, .pppn1ar rnmedian-than with brilliant 
d ialojiue , or s uMe deUncatinn— af— rhar.acte r ; .,,they ge sired 
their Moliere and their Jonson in skeleton shape rather 
than clad in the living form with the full flush of vitality 
upon them. 

This farci.caLstrain._.a dded to features of a spectac ular 
and^operaticJdnd,. is to be found likewise in the plays~of 
Thomas D’Urfey, a writer perhaps better known for his 
songs and shorter lyrics than for his dramatic work. 
D’Urfey is a. more capable playwright than either Ravens- 
croft or Tate, but his plays are, like theirs, maixiLy,.adap.t,a- 
t ions of oth e.r_j^vjQrlts.-Qr.jdse ^ atr.h wmri cs.jDl-fa rc icaLscepes 
taken.Ji;om«diy.eEse.^ou»;es. Ma dam Fickle: or the Witty 
Falsc 4 )ne (1676; printed 1677), his first play, is thuslnerely 
a collection of incidents taken from at least four early 
seventeenth-century dramas, and the same is true of his 
next play, The Fool T imijdJCjdtick (1676; printed 1678). 
D’Urfey’s works are numerous, but all have the. same 
characteristics — a plentiful supp ly- of theatrical wit,' a large 
use_oi_a ctio.n for comic effectra*^eadell Tendency to trust 
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r.ather.^j[:o_ Drevious plots than t o original., .invention, and a 
considerable emp loymen t ^ pf spectacular and m usicaLdevices. 
It will be noted later that in jiis very last plays, written 
after 1688, there is traceable another element— thfiJagginDing 
o f a^ sentimcntaLjiote^which was to become the predomi- 
nant feature of a whole school of dramatic writing in the 
eighteenth century. 


(ii) The Comedy of Manners 

In thus dealing with the minor comic authors of the 
Restoration period we have to a certain extent outlined 
the background for a brief analysis of the comedy of 
manners. So far several main tendencies have become 
apparent — ^the comedy of humours, the comedy of intrigue, 
and farce. Besides these there has been indicated a 
t entative movement toward ,a_neiV.er.-S tyle in t h.e_co medies 
writt en by D^yden. Fagr,cey, as is evident, is largely a 
— degeneration of true comic elements, and of it the masters 
of the comedy of manners made no use: but humou rs 
and intrigue enter freely _into_thei£lw.oxks. Above all, they 
elaborated that new note struck by Dryden, filling their 
plays with a careless, frank, and d ebona ir, wit which marks 
them out as the inaugurators of a new comic species. Jihis 
comedy .j3£_jna.nner s is almost wh olly intellectual, e motion 
entering in ojnl y^5dtbJ\!febjgjiexJX>.^ 



n^otJiipsejoijmen^H^^eriil (such as Jonson showed in his 
humours ) , but the affect ations_ai:^^ 
fine s ociety . For these men a manner was not a trait 
native to an individual, but a quality acquired by him from 
social intercourse. This fine society, thus mirrored in the 
comed y of , ma nn.ei:s...^sJlt-:ivas_the_socie tv of Ch arle s ITs 
Court, was dilettante, careless, intent only on pleasure and 
am orous intrigue, so that ' the"“'c6medy w^^ depicted it 
has an ai r of abandon and oi immorality which is markedly 
different -from the manlier temper of the Elizabethan stage. 
For this hot too much blame may be cast- upon it. ' Comed y. 
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have said many critics from classical days to the time of 
Shakespeare, i s above all other things a mirr or_.o.f , the age, 
and in displaying the life of their time Etherege and his 
followers were but adopting a sphere which had been 
occupied by many before them. If we condemn the society 
of the Restoration Court we need not thereby condemn 
the^dram atists of thad period; their ob ject "was to' display 
tIxe_fai£iopable.life.oidii^time.jnot-t p indicate the superior 
menta l and moral qualities of a past age o r to pro phes}" 
c oncerning jmpro>Lem ents_o C)h*”a first 

reading.. therefore, these comedies of manners may strike 
many as being immoral and vulgar: but^ ,f o.r_st.udeats.jQf 
liter.ature -P— true-historical ~mi:sDecti.v.e__ must be gained . 
There are many characteristics of the Elizabethan period 
which now seem to us brutal and unrefined, but we do not 
cease to read Shakespeare because these are reflected in 
■his plays. One of _ the greatest S-ecr.ets...of the ^ study of 
‘ li teratu re js, to_j.e.gardJndlvjdual-works-noLinJh& jighUof 
prese n t - da v theorie s_and..oljpr.eseat!-day-beU&fs^..butJnJhe 
gpi ri t_p f. ■the-age.-in-whi ch- tlie.y~weE&..produced It would be 
' almost as absurd to refuse to read iEschylus because he 
was a pagan as to refuse to read Etherege because he was 
a courtier of the age of Charles II. There are, certainly, 
passage s., in the comedies of manners whic h over step all 
bounds of decency and of good taste, where t he dramatists 
ha %;e g one beyond_eyen_the_ex cesses of the society of thei r 
tiin.e...And such passages can now be relished by none save 
a' deliberate lover of pornographic literature. Scenes of 
this kind, however, are on the whole rarer in the comedies 
of manners than in other species of comedy during this 
age, and .the det ermined in tellectualism of the waiters takes 
away to a certain extent from the evil effect of the particular 
scenes. 

As is well known, the, first true represen tative of this 
st yle wa s the„courti ef^ air G eorge EtheregeT^vKo'^m TGSii 
brought iorwa-vd'CTlie Comical Revenge; or. Love in^Titb, 
a kind of tragi-comedy, and^^iehowedTHat with ^/ig won’ d 
if she coil’d (1668), and Man of Mode, or,^ FcipUng 
Flutter (1676). The first of these may be regarded as an 
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experimental effort. In style it is somewhat similar to 
Dryden’s Secret Love, many of the scenes being written 
in rimed couplets. With his_ secondhand . third.*playSy. how- 
ever, Etherege moved boldly into the world he had created 
and established as his own. Bot h dea l with real t^es of' 
[the Restoration period, the ideaLjQf_the-,age..bein£: set forth 
[ in the fine gentleme n and wi tty ladles,.„an.d. satire., enterip^ 
In'aF^mmpo rarv folli es^ such_as.arejdepicted, in Jhe.peT.s^^^ 
oJ”^^'opling Etherege’s comedy is, according 

to modern standards, unq uestio nably immoral, and even 
Addison in the age of Queen Aline saw fit to castigate him 
for sundry lapses into indecency. On the other hand, it 
is a comed3'’ of almost perfect art istry , and that artistry 
takes away from much of its eyil tone. Etherege has not 
the^.^;zcj:jfc^of_Cong.r.e\ui.;Jiis^tyle.JsJiar.der_a.ncl_pos^^.^s 
gre ater streng th ; bu^ in_ Jn's_ j3WP^.„way„.he,,.is_. hCongreveJs 
peer .y If the one lias greater brilliance of dialogue and a 
more variegated fancy, the other has a greater variety of 
incidents and a surer touch in realistic portraiture;^ 

The new form of comedy, after Etherege, was not adopted 
by any individual writer until the appearance of ^ William 
Wycherley, although by the seventies of the century many 
other authors were displaying in isolated scenes and 
characters the impress of the Etheregian style. Wycherley’s 
plays are four in number, Wood, or, St James’s ^ 
Park (1671 ; printed 

(1672; printed i 6 j^)f^kne CoiintryWife (1675), B.nS'jlie 
Plam- Dca ler (1676; printed 1677). Of these four the 
first three are intimatel}’- related together as displaying 
features distinct from others shown in The Plain-Dealer. 
The.s£..Ei:sL.J:lixee-.iu:eL,a]L.almo st entirely in the Ethe rege 
style.^dealing with _.a. world of_fQps_an d fools and g allants, 
revelling in the none.,too„hpjiest intrigues of the time"a^' 
p’^l^r as in the_jnotQrious,.lChina* scene in The^Cdim^ - 
Hd&.-J‘yithJ[nnu5;KdoSrt . There ca n be no question but that 
Wych erley is Hifidescribabb’^ vul.gar, particuT aily li^ien^ 
scenes ar e translate'^ to t he_siage. As reading play s" they 
may nqt^seem to have such .a c onfirmed . immoral tone as 
those of Etherege. but seen in the theatre their inherent 


COMEDY IN RESTORATION TIMES 253 

vul garity is fully broug ht out.^ There is not in these p lays 
^^.vairy.vwit of Etheisge, but^ in .place the reof we meet with 
^le master ly-.hand-of^tr-ue-nla'vavxigUt/' All of Wycherl ey’s 
comedies are excellently— con sixuct fid,,,. and his , portraiture 
i s subtle and deli c ate, Tliete _is. a su re touc h.,inJiis_tr£at:.- 
m ent of clia ractp.r and nf scene xybiph shQ- W«;-htni-tQJ ia.yje 
had a true .^ flfKJEor-the.theatre^ 

As important documents in the history of drama , how- 
eyer, these three early plays fade into insignificance when 
set beside The R lam:D£alex>. Here Wycherley separates 
himself from the regular course of the corned}- of manners, 
fniLinhei:eiitlv^ieJ3ad»notJdie-aix.y.-car e-free spirit of its 
other exponents. A Puritan .\yi.th.the .veneer .of a Restora V' 
tion gentl eman he has been called, and the phrase seewp 
accufafely' to indicate his general position in life. He 
a dopted the curre nL-modfi s_of co ntemporar.y_society..— but^ 
a t mo ments the native self asserted itself in him, and he 
attadFemiose vices which he him s elfJiad displam d_b.eipj:e 
in c omic wis e. The first three plays are j?ot, as has often 
been made out, prevailingl v_safiric. If Wycherley shows 
vj.c&.in them he shows it fnr.tbe , pji rppc;p nf_mi«sing„1aTigrhfpr. 
ZJtcug/flf»~ggflfo;v-ojiJjie_p.th.er_liand._is_ not mainly com ic 
in-.^pirit; its diief note is that ofp^bitter .and often indig- 
nanjLsatire.'-^ts atmosphere is .that of. the Puritan, rather 
than that of the Restoration gentleman. i}^ Tanl y. ..th e. Jiero 

weakene d, degenerate, and often effeminate figu ye si, . pf. t^e 
Wit h The P/a»t-£>ca/cr Wvcherle,y.secu re(LhisuzxeaJtest 
triumph. The R estora tio n audience dijd irot shrink from 
s^ire,;_^ possibly they' regarded it in the light of another 
tlirilf wherewith to amuse ■ themselves still further. 
Wycherley accordingly was universally acclaimed even 
by those who through their own actions were among 
the most debauched companions of the dissolute Charles. 

II take the opportunity here of - correcting an impression of The 
Country-Wife given in A History of Restoration Drama (p. 226). The 
recent production of that play by the Phoenix Society has caused me to 
reverse the judgment there given concerning the intellcctualism of the 
work. Horner is a character who may be a facetious companion in the 
study, but certainly he makes an unpleasant figure upon the stage. 
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Wycherley^-saicLthese men.-liad_been_sent to lash the cjving 
agej„UutJ]ie_o]d„ mtrigues,_tU&_oJcL 
merrily along , unimp eded by . Jhe„_dr,aniatist*s _ suddenly 
awakened JiQrror. 

If Wycherl ey marks a certain breakaway — from the typi- 
cal ma nners comedy as established by Et hereg e, William 
Congreve takes it back once more to its original paths. 
Congreve has ^i^Uiing..-of-A\^y.GherIe-y.!s_puritanipaL.tempex, 
and he ha s less of the fun damental,.strength of Etheregels 
Jm^rier ; jiiis-,wliQle«.powen.is-Gentred-on-an-airihess of- fancy 
and a delicac}^ of pointed style, not_n .ecessaril\L.so_dr.amatic 
as tlie kyle of h is_two_ Dredec essors._but.eminentl.y-adapted 
to the expression of the c onventional conversatio n .pCjihe^ 
fin ejsdcieFy '^’n ns' J i hie.llI.nF our plays in all keep his name 
alive: The Old Botchelour (1693), The Double Dealer 
(1693 ; printed 1694), Love for Love (1695), and TJie Way 
of the World (1700). Of these The Double Dealer is al- 
most a tragi-comedy, and does not possess the rich sparkle of *- 
"the other three. With The Old Batchelor, however, a ne\y 
•note_3yas^stinpk, n ot completely an innovation, certainly, for 
it is but the. a t mospher e o f Etherege transformed — some- 
thing . finer. more_delicate.^oj.e_s.cintillatintL-tban anything 
tliat had gone before. Many of the characters may b e 
litde^elseuJJian.Jiumouis., but t hat can not WindL,us_..to.Jbe 



COMEDY IN RESTORATION TIMES 255 

any centralized purpose. At one moment we are in the 
world— Qf.^r 4 ifie ia 3 itv. \yh.ere— 50.dal— .cony.ention:.jnales.^, 
a nd m anner.s-reign ; at another we are faced with rea lit3', 
r eality which ■ i mpr,esses_us_as__ being more _cr.ass„and^.bxpe- 
ti mes . b .rutal-because— of JEe-antificial— world— \vitli -which, it 
i s min gled. While, therefore, the_p.lot of Love for Love is 
Congreve’s triumph, while some of the characters are his 
bes t dr awn, while, even, a few of the isolated hons mots 
are among the finest.. and rarest expressions of his almost 
unique genius, the>com ed v as a . whole fail s , w hen.placed-in 
i uxtapos Uifln t d^'The l V.av~of. the.JV.orld. In The Way of 
the World tliere is no false no te. Millamant sails gloriously 
through it all, affected and fascinating; servants, fools, 
lovers, wits, all seem to take from her something of that 
air of modish triviality which belongs to the best scenes of 
the comedy of manners. We may condem n__th e jealism 
of some of the ch aracter^ portraits in this ulav: we mav 
s ay that the plot is no plot, only a mere series of often 
i mpossible incidents des igne.d-dmpl.v.J:o.,affoxd-tlieL..authD| 
opportunity f or uttering his streams of conceited metaph^B 
an^h ewlldering- flights of i ntellectual:— fanevj— but— that 
n ever prevent us from acknowledging T he JVav. o f tji e 
Vjorld a s th e most perfect exam ple in .EnpiJi.sb,Qf.^ertain 
t}’pe of comic e ndeavour. 

This was to be Congrlve’s last effort in the realm of 
comedy, and already there were gathering round him forces 
which were ultimately to destroy the fine fabric of this 
particular' type'. In 1698 Jeremy Collier startled actors, au- 
thors, and audiences with ^Ts’ Short' View or the Immorali ty 
and Prophaneness ofLJ JijeJEttalisIi.Slaxit^ work which was 
destined to lead to a long pamphlet controversy between 
those who upheld the licence, of the Restoration drama and 
those who for moral or religious reasons desired to reform 
or overthrow the stage. In many ways the attack wa s 
well founded , even-although Collier's arguments verge often 
upon the ridiculous; th e, truth that underlay his attack 
) is made nowhere more apparent than in the repIT^'b'f 
the poets arraigned at the bar of Nonconformist justice. 
Dryden, who had been specially singled out, magnanimously, 
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as was his way, confessed his errors, and without whining 
for mercy expressed his sorrow that pen of his had been 
guilty of errors he fully appreciated; others, not willing 
to acknowledge faults in their writings, scribbled hasty 
replies, but had nothing better to urge than the sect to 
which Collier belonged and the trivialities of some of his 
arguments. His main contentions were allowed for the 
most part to remain unchallenged. This fierce d iatribe 
of a misoscenic Nonconformist minister would--inJ^li 
probability^, jiaye remained „ unnoticed— wottld-r-haye—hm^ 
heavy on the bookseller’s hands — had-.it_not, .come._at^a 
critkaX. moment. .In a later chapter attention will be 
called to the incijjJent sentimentali^_pf the late seven- 
teenth century, and that incipient'sentimentalism expressed 
in thp drama of the time but corresponds to a general 
movement in the social life of upper-class circles. James II, 
with his Catholic propensities, was driven from the throne, 
and Willi tmi_had come to England with none of the great 
love of pleasure which had characterized Charles IL At 
least, if he indulged in pleasure he threw over it a cloak of 
decency and substjtiUed hypocrisy for frankness. Whether 
his example was followed by" the public at large or not, 
the truth remains that after the dece ase of Charles a certain 
out ward veneer of morality covered tlie c x ceise r oY’'soclet y.; 
^'len’s tongues became more circumspect, if their thoughts 
remained the same, and aflfected blushes took the place of 
the blunt sophistication of the ladies of previous days. 
Add to these facts that the middle classes, always with 
the remnants of Puritanism clinging about them, were 
assuming an ever greater part in the life of the age, their 
wealth conquering the erstwhile supercilious disdain of the 
aristocracy, and we must plainly see that a' new age was 
being born. 

Everything conspired together, and the p omedy of 
: manners,^ licen tious, vain, worldly, fo und itself attac ked 
o n'a ll .sides.^ The days of Congreve, the days of thought- 
less, brilliant, careless wit, were over, and the old free grace 
was never completely to be recaptured. For a time the 
typical form of Restoratipn^c^ed}’- strove to r etain som e- 
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ti ling of the. .o).d,abandQn. -bujt i t soon flick e red out , its lig ht 
completdv_dimmed by tli ejisin g"’radi ance„o£.sentiment alisn ^ 
goo& and bad. 

■ Among those who aided in keeping alive something of 
the spirit of the Congrevian comedy were George Farquhar 
and Sir John Vanbrugh, men whose career^frefclieTd^frorh 
a period " contemporaneous with the Collier attack on to 
the middle of the reign of Queen Anne. Farquhar’s first 
play, Love and a Bottle, was produced in 1699, his last, T/ic 
Beaux Stratagem, in 1707; Vanbrugh’s The Relapse: or. 
Virtue in Danger appeared in 1696, his last farces in the 
early years of the eighteenth century. The careers of both 
these men are alike, and, taken together, they prove the 
general trend of theatrical tastes. Both commen ced in 
t he seven te enth centu ry with largely im mora l comedies, 
f ull of \mand strivi n g to ca pt ure the fine gra ce that had 
di sthl'guished thei Stuart Court; both, as they progressed^ 
show ed with frequent touches of satire and cyn i cism a 
de scent-.- to -i arce- and, senti mentolism i Not that flie ’’tvro 
hiad preciselV^simiiaFInatures. I^afquhar is at one and the 
s ame time nearer to the spirit of Congreve and more foppish 
tha n Vanbrugh . ^^Jws, in The Cojistant Cotifldi'-i^i^^, 
in The Inconstant (1702), and in The Beaux’ StratagenT, 
caught som ething of the true man ner s sty le. His plot s are 
more„qarjefully-jdabor-ated-than are those of Congreve, but 
he retains_at -le ast a reflection of the Congreve wit. In The 
Twin Rivdh’X^y^^) ^nd in The Recruiting , 

on the other hand, he displays clearly the impress of the 
n ewer ag e. The first is deeply tinged with a hypocritical 
senti ment alis m, . , and the second has a realistic touch qu ite 
alien to the comedy of manners . Vanbpugh-.ijg^uch^^e^ 
robust than Farquhar, but that_ 4 ;ohusitoess.jXTO^^ 
fromltfieLran ks ot CSugreve and lea^^him to draw comed y 
down from t he high levels it had held t o the lower depths 
of fai^ce,. More than any other of the playwrights mentioned 
in this chapter he relies upon action for comic, effec t. The 
pJpisjjf his comedies are desigDe,djjp.t, as Congreve’s were, 
f or the expression of fancies of the mind, but for the elabora* 
tio n of c omic situati ons independent of th e dialogue of 
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tbe_,p.la3:.^ This tendency in his art is not so noticeable 
in his early works, The Relapse, The Provoked Wife (1697), 
and Msop nor is it especially^apparent-in. The 

Confederacy or in The Misfak^'^^^J^o$) , but it is 
abundantly evident in Squire Trelooby] a farce executed 
by V'anbruglT 7 'Cbngreve 7 "and Walsh out of Moliere’s Mon- 
sieur de Pourccaugnac, and in The Country House (1704), 
another farce taken from Dancourt. Like Farquhar, also, 
Vanbrugh turned to a ty pe o f sentimentalism , evidently 
insincere,.iii, 7 '/ic Fals e Friend ( 1 702 ) . 'J^e^toillL.is-.liL^t 
men o .L.Earquha£s>and.Wanbrugh*s , calibre _did„notJaiQW 

w her e, to_stand The^iJi ad lost fr e edom of action in the 

-■ conflicting mo ods jof .the,- tirn-C.-- Spectators, perhaps, were 
just as pleasure-loving as they had been in the days of 
Charles II, but there were now societies for the reformation 
of manners, and statutes against oatlis, and other dreadful 


things to be feared. The_efTfprt5_in^.the„older_.stylew.were, 
therefore, bound to be only half-hearted, or, if indulged 
in .bqldh’;, were sure Jo Jjc Jpllp,\y,ed-by,.a..succeeding, inqmwt 
of painful reflection. The Restoration drama ma^' be 
immoral and vulgar, but it possesses the divine gift of 
laughter, and jhat g ift, ''beca us e qf the ris in g sentimental 
and_ mpral. ..moyement, ._was destined .^f ox.. ji'ian5:_Xcaj:s^tQ 
/ disappear in favour_of impossible disquisitions on human 
/ virtue, , artificial^sentimentalizings, ..and,inordinate^s,cenes.^pf 


''' pathos and pity. 


PART IV 


DRAMA IN THE EIGHTEENTH 
CENTURY 

CHAPTER I 

CHARACTERISTICS OF THE AUDIENCE 

F undamentally the ^theatres and the stage 
methods in the eighteenth century were the same 
as those employed in the later Restoration period. 
Some , innovations here and there may be discerned — ^new 
methods of staging, new lighting effects — ^but such in no 
wise call for detailed attention here. The only alteration 
which may perhaps demand passing mention is the tendency 
■after the middle century to, prppt . tbaairps (^, f_ increasing 
capacity.. This tendency, it is true, had been started far 
bacic in the midst of the reign of Charles II with the build- 
ing of the massive Dorset Garden playhouse, and was 
continued b)^ Vanbrugh in his ill-designed theatre in the 
Haymarket, but in those early years this was countered 
by tvv'o facts. The first is that such theatres did not suit 
the purpose for which they were built; instead of bringing 
in more money to the patentees or managers (as from their 
additional seating accommodation was expected) they 
often gathered together barely such an audience as would 
pay for' the music and the candles. The second is that 
alongside of these larger theatres smaller structures, and 
structures usually more favoured by the spectators, were 
'• continually springing up — ^the Little Theatre in the Hay- 
market, ^e .Little Theatre in Lincoln’s Inn Fields, the 
Little Theatre in Goodman’s Fields. These smaller theatres 
■kept alive the love of subtle acting. and. the love of good 
'jjpljays.. Here .the glorious line of our drama could, well be 
displayed; .here Garrick and other actors only less famous 
made their debuts.. With the. Licensing Act of 1737, how- 
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ever, these lesser theatres were technically, if not practically, 
silenced, and the drama became centred in Drury Lane 
and in Covent Garden. As these underwent their Phoenix- 
like alterations they grew in size, until a time came when 
subtle acting was impossible, when the hero and the heroine 
had to roar to galleries far distant from them, when delicate 
comedy and awe-inspiring tragedy alike failed to appeal 
because of the very vastness of the playhouses. This 
tendency, it is true, affects more largely the early nineteenth- 
century drama than the drama of the eighteenth century, 
but the movements which led to it are already apparent 
in this period, and its evil effects are plainly visible in the 
last few decades, which s)mchronize with the seething of 
romantic sentiment and the outbreak of evolution in 
France. 

More important for our purpose is an examination of 
the typical audience of the time. It has already been 
noted that a change was coming over society in the latter 
years of the seventeenth century, a change which operated 
disastrously upon the fortunes of the comedy of manners. 
This change was fully established in the reigns of Anne 
and the Georges. Anne was not interested in the play- 
houses; the first of the Georges could not have under- 
stood a word had he gone to' the theatre; and as a con- 
sequence the actors, in search of a patron, turned 
the King t o th e public,.... N o long e r w e re th e y his ^fai es.ty!^ 
serva nts in anything but jiam e. A monarch no longer 
rrioved in their ranks, granting them monetary rewards, 
providing them with raiment, suggesting themes to the 
dramatists. I^rjormers^atjd^pJjay.55a^ were, therefore, 
both th rown more upon t he-jcapiices. of the public than 
ever they had been since Elizabethan times. T'he public, 
however, was not the public w'hich had graced Shakespeare’s 
stage; it was still composed largely of society and its 
servants. Lackeys filled the upper gallery — ^until, indeed, 
they were driven from that airy perch for sundry mis- 
demeanours — ^ladies of Quality and their gallants flocked 
to the boxes, and critics and beaux thronged the pit. Yet 
we are ho longer in Restoration times. For all that the 
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audience seemed unchanged, a great alteration had taken 
place. Many of the aristocratic families, parti}’’ because of 
excesses in the time of the Merry Monarch, partly because 
of ill-advised expenditure of money in the troublous days 
which preceded the succession of Queen Anne, had grown 
impoverished and no longer hesitated to replenish their 
coffers by judicious alliances witli the .wealthier bourgeoisie. 
Trade5men_and-,arist.ac.rat5-Jhus_graju.allY_c ame together, 
the one seeking the distinction of birth, the other financtal 
aid, so that there w'as no longer the usually strict cleavage 
which separated the Cavalier and the citizen under the 
Stuart regime. The theatre, as we have seen, was the 
plaything of society in the late seventeenth centur}% and 
now the tradesfolk, proud of their association with the 
highborn, came to attend this haunt of the People of Quality, 
possibly adopting most of the fashions and vices of these 
People of Quality, yet still retaining some of their inherited 
bourgeois and occasionally puritanical tenets and tastes. 
Tjie-union^Qf^these^twQ-iojx es led -natu r ally toward a less 
h omogeneous set of predilections than , had , distinguished , 
the Restoration theatre . Society still enjoyed the lice nce 
oi-the-Gomedy— Qf—ma nners ; Shadwell. Drvden, Ethere^ , 
Wycherley, and Congreve, even Ravenscroft and T ate, 
w ere still en jo yed; but the newer elements in the audience 
a lso de lighted-Jn^JCOQliahzaJtiffllS,^^ 
sentimejnt alisni,-. in srp nes..„ 0 .f.... pa t hos.‘ For many decades 
t^_^struggle went on silently behyeen. the.., forces of intel-d 
lectuai._callo.us.ness and those of incipient humanitarianism,|j 
destroying, as is the way with such struggles, the free ex- 
pression of both the one and the other, but by the sixties 
and the seventies of the century the battle was won, and 
vic tory passed to the side of the_ sentimental movemen t. 
t 1^ middle "dasses, without' consciously striviiTg^war d It, 
had ga med the mastery. 

In connexion with the external conditions of the theatre 
in this period another fact must be noted. The century 
was a century of great actors. Garrick and Mrs Siddons 
dominate them all, but beside those two are many only 
less" gifted with genius than they. In this the eighteenth 
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century was not strikingly different from the latter part 
of the seventeenth, when Betterton and Mrs Barry, Mohun 
and Kynaston, Hart and Nell Gwyn, each laid his or her 
impress upon the drama of the age; but if we are to take 
it all in all the Augustan period is richer in this wa}^ than 
that which went before. The result is seen in the plays 
written for these actors and actresses. The heavy style 
of performance which characterized the stage previous to 
the Garrick era eminently fitted the Booths and Barrys 
of the time to interpret the equally heavy pseudo-classical 
tragedy; the airy modishness of a Mrs Oldfield was excel- 
lently fitted to express the tones of the ‘genteel* comedy; 
Garrick’s pow ers passed off on his audie nces man 3 '’ a dull 
traged y and dulle r comedy., e^iiTflat' times tTi^^ inspired 
a dramatist of talent to write something for him of true 
value. We_canJ5nd...onl.v.,prai se for the act ors on account 
of their— liistdonic.Jalents. but we ma y now censure them 
for J:heir-,lack_of discrimination and f or their love of the 
efi[ectiyejpiLrt,rjathei:-thaJijof-the,antisdc.dr.ama.asjijyAQLe. 



CHAPTER II 

PSEUDO-CLASSIC AND PATHETIC TRAGEDY 


F undamentally, of course, there is no direct 
break between the Restoration and the Augustan 
periods. The one merges imperceptibly into the 
other, and no strict lines of demarcation are anywhere 
discoverable. At the same time, society and tastes were 
changing, and the year as convenient a point 

from which to trace the alteration as any. In the realm 
of tragedy the eighteenth century inherited three or four 
traditions— that . which may be styled hero ic, that which 
led toward '•renewed appreciation of Shakespeare, the 
''pathetic note (often in the form of English historical plays) 
as' expressed by Banks and Otway, and the gradual develop- 
ment df "pseudo-classic al t heory and practice. Of these, in 
the seventeenth century, 'the , last-mentioned was infinitely 
the weakest. All the more chill pseudo-classical dramas 
written and produced before 1700 were unsuccessful; 
audiences still admired the bombast of Dryden, the pathos 
pf Otway, the natural warmth of the Shakespearian style. 
With the eighteenth century, however, pseudo-classical 
theory became more and more predominant. Addison, 
Pope, Steele, and a host of lesser men, including Dennis 
and Gildon, more noted in their own day than in ours, 
aided in establishing firmly that strict set of laws which 
bound poetry for well, over half a. century and which still 
exercised its influence in the days of Byron. According 
to these rules imitation of the 'Ancients* was the best 
that a modern author could do. ^ His plays must be irre- - 
proachable as regards the three unities of time, place, and 
action. He must not permit more than a ' certairi number 
of. characters.-, to appear in his work. He must, above 
all, endeavour always to secure decency, p ropriety, order, 
and c ommon sense . Intellectual precision Vl^ther than 
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- passio nate rh apsody must be aimed at. These rulesJomi- 
nated almo st all the i^etic an d dramatic ._.actiyjt.v of the 
reigns or*Anne and the e^iy Georges, but dominated it 
as a force .fro m withput Some writers may have found 
the pseudo-classic theory well to their tastes, but the 
spectators looked for something more inspiring, something 
more bombastic, than they could discover in the chill of 
the classical tragedy. We find, ' therefore, in this period 
ajc ons tan.tstnjggle proce^in g between the pseudo-classicist s 
and thflse^wh-Q preferred other sty les. The heroic tragedy 
still exercised its charm for the audience; imitations of 
Shakespeare are constantly making their appearance ; 
Otway ruled over a large body of dramatists and of spec- 
tators. The lack of a central purpose, however, told heavily 
on the fortunes of the stage. Few p lawxights seemed to 
'’know their own aims, and the majority compromised By 
obs erving the unitie s . _61 1 i 5 gZtlKein.^ayOSi 3 Cp?SIP^^^^ 

^ a dding a season ing-oLheroic ■ardQur-and..Qf_.Shakespe arian 
teminiscence.-^. The result, as m ig ht be imagined, is a mas s 
of uninteresting dramas unrelieved by any true featu 'reslor 

■ ■III J I IJI ■ ! JJI. II ... I I » I I r~ I I I I N' ~~ • • ^ 

marksoi gen ius. 

It was not Tor want of courage or for want of patience 
that the pseudo-classicists failed to reform entirely the 
tastes of their age. Again and again they returned to the 
attack, but few were successful in their endeavours. In 
the early years of the century Dennis and Gildon made 
serious attempts to enlist favour on their side, and failed; 
so did' Dr. Jo hnson in hj s-^/rg if?g (i749)> and managed to 
secure some small applause for his effort only through the 
good services of his erstwhile pupil, David Garrick. Barely 
three or four of these dramas were popular, and all lack 
true interest and tragic fervour. The first which definitely 
established itself upon the stage was J 'he Distrest Mothe r 
(1712), written by Ambros e Philips. Pope’s rival in pastoral 
poetry. This play was an adaptation from Racine, and 
contains not only some striking lines, but also two well- 
drawn characters. It is, however, an alien ‘gro_wt.h jjQQthi.ng 
of Elizabethan fire b reathe s , i n it, and the chill which en- 
wraps its dialogue owes its misplaced dignity to France. 
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The year following the appearance of The Distresi Mother 
Joseph Addisoni alread}' placed in his niche of fame, brought 
ouf*at^ 3 rury Lane his famous Cato, a play which was at 
once accepted as a masterpiece by his friends and pseudo- 
classic followers. Its initial success was due partly to 
political enthusiasm, but its own merits es,tabJished-it~as-*a 
stock play. We may confess that the enthusiasm meted 
out to ''Cato was not ill placed. If any pseudo-classic 
tragedy deserved the title of great, certainly Cato deserved 
it. What could be done in this style Ad di.qo.n_ha s.don e; 
ajnd our onl y legitimate criticism _ma.v.j 3 e..-diiected-to..jjie 
li m itation s of the style. Instead,^— foolishly making -a 
love theme^t he centre of an intellectual drama, as so many 
of his predecessors had done. Addison boldly , too k as hi s 
her o the philosopher Cato, endeavouring to display through 
an . intellectual medium the working of his mind. Love 
he flung in as a kind of bait to the public, but kept scenes of 
this nature in the background. In doing so he pointed to 
the great defect of the tragedy of its time. No play to 
his age had seemed permissible which did not keep a loving 
hero and a faithful heroine always in the midst of the action, 
and t he fol lies„resultant upon jan^unimpas§ioxi,e.d.J:E.eatmeijt 
of ^would^be ,.ma j wtic passion . .brought. . almo st alLthese - 
plays UowJi- to the level _oi _the-Eidiculous. Addison alone, 
dared to come fonvard with a theme eminently suited to 
the restricted medium in which he worked. 

Many followed the author of The Spectator in choosing 
subject-matter from classical legend or history, but few 
realized the reason of his success. All fill ed their drama s 

^ Wfwmwmt « i ■ ■ n ■ i n w n w 1 1 1 n ■■ 

w ith . love, introducing weeping Andro maches .and dismal 
Hecu bas. In the middle of the century it seemed for a 
moment as if this sty^e'^wks to receive a fresh impetus 
when james Tho.m sp_, n.^ uthor of The Seasons, turned to the 
tragic stage. His, Sophonisba appeared in 1730, and was 
followed by Agamemnon (1738), Edward and Eleonora 
(printed 1739), Tancred and Sigismunda (1745), and 
Coriolamis (1749). . Three of these plays, it will be noted, 
had classical themes, and all three are treated in the 
pseudo-classic manner. In the first .Thoiiison, probably 
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realizing, as Addison did, the requirements of his style, 
turned S^honisba from a lover into a patriot Her 
associations with her adorers are dominated entirely by 
her desire to benefit her native land, and there is as a 
' ' consequence decidedly less of the amatory sentiment than 
in other plays of the time. Agamemnon follows a similar 
plan, and achieves a certain dignity from the portrait of 
the 6 t\e-rdle. Coriolami s. is less interesting, and displays 
lamentably Thomson’s weakness when contrasted with the 
majestic passion of Shakespeare. The two romantically 
themed plays call now for our attention. Both are dealt 
with in the ordinary pseudo-classic manner, but both treat 
of subjects which are startlingly different from the typical 
themes of other classical plays. It is p ossi ble he re„th.ajL.we 
c an trace the dissatisfaction of t he_pO£t^tJ3is,m,m.Gh(as£n 
metier. The autho r of The Seasons is n ow-acclaim.£cUis.aue 
^|"flTeTorerunners of the r omantic move me nt, and JieT-eJn 
tl^_jh^eatxe_.he_,shpy;s-.himseli,.Jf.JiaLfr.hear.te(Sy.,^nima±^ 
by..them,e^^taken.ironL.the.dm.lG,o.tl»cJ.-Middle^ 4 g.es. 

After the middle of the eighteenth century the pseudo- 
classic tragedy dragged along miserably enough. No one 
masterpiece of this style during those years may be dis- 
covered, and soon the type was to be overwhelmed by the 
onrush of spectacular melodram a more suited, because of its 
flagrant rant, to the tastes of a people already feeling that 
stirring of revolutionary sentiment which produced here a 
Wordsworth and a Shelley, and in France a Robespierre and 
a Napoleon. 

With the pseudo-classic tragedy, however, moved the 
heroic and pathetic . types. Herois m dominated a great 
part of the ordinary tragic fare of the period. Eyen Gildon^^ 
pseudo-classicist as he was, could strive to emulate Dryden 
in his most bombastic flights. No one, .on the other hand, 
wrote a really good heroic play in this period. Dr Joseph ' 
Trapp’s Abra-Mule: Or, Love and Empire (1704) perhaps 
deserves some praise, but the characters are hopelessly 
stereot3'ped, and the language rarely rises above mediocrity. 
Benjamin Martyn’s Timoleon (1730) has likewise a certain, 
strength, and David Mallet’s Eurydice (1731) and Mustaplia ' 
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(17.39) some praise for occasional scenes. The type 

is common, but because of its uninspired character cannot 
be given here anything but a passing mention. It were 
mere waste of space in a book of this kind to attempt an 
analysis of plays which were, after all, merely ephemeral 
and which now can charm no more. 

The pathet ic school, on the contrary, has a certain interest, 
in'THat there were several dramatists who succeeded in 
producing pla ys which, if not for all time, have yet a decide d 
s trength and an occas iona l bpgn ty- To this school belongs 
Nicho las Rowe, the follower of Banks and Otway and the 
predecessor"" of George Lillo. Rowe’s plays may betray 
features which link them with the heroic dramas of his 
own time and earlier; occasionally may be traced in them 
elements plainly derived from pseudo-classic theory; but 
fundamentally they belong to the type where pity is what 
the dramatist most seeks to evoke l^om''the breasts of 
his hearers. Rowe’s very first play. The Ambitious Step - 
Mothe r (1700; printed 1701), proves the author’s pre- 
dilections. In it Otway is praised and followed, and there 
is even a bold attempt, in order to secure greater pathos, 
to throw off the trammels of the pseudo-classic rule of 
Poetic Justice. This tragedy, which itself is not notable 
for any great excellence, was followed hy JTsuiedaue (1701 ; 
printed 1702), a more heroic work, but in his third play, 
V r/?g Fair Penitent ( 1 703 ) , he found his true utterance. This 
traged;^<jfether with The Tragedy of Jane Shor e (1714) 
ano ^^ Tragedy of Lady Jane Grey (1715), fully estab- 
lished Rowe at the head of Augustan dramatists. Each is a 
■ ‘ she-tragedy / a heroine assuming chief place in the action; 
each aims at the arousing of pity by means of many pathetic 
scenes. The style, of course, was not entirely novel. The 
first of, the three plays is derived from Massinger’s The 
Fatal Dowry, and already Banks had dealt with English 
historical themes in a very similar way. T p Rowe, howeve r. 
must be given the credit of having popularized the s pecies. 
By his skill in c ontrivingjo itiful,;. situations, by his gift for 
writing pl easant if not over-powerful bla nk verse, by his 
'c a.pable por traiture, he seized upon the minds and hearts of 
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his contemporaries. His tragedies are not great, lack ing as 
they do a central ai m and homo geneity of tone, bu t they are 
among the best t’rag^esTvntten for over fifty or sixty years. 

The selection of English historical themes gave an impetus 
to a species of drama, sometimes wit h Shakespearian echoei^ . 
but based fun dame ntally upon Otway, in the succeeding 
year^* MrsTSaywood attempted a tragedy on the subject 
of Frederick, Duke of Brunswick-Lunenbiirgh (1729), and 
Ambrose Philips wrote The Briton (1722) and Humfrey, 
Duke of Gloucester (1723) on early Egnlish themes; so 
another writer, Captain William Phillips, turned to 
Irish history in Flibernia Freed (1722), and Smollett to 
Scots history in The Regicide (1749). Aaron Hill followed 
the fashion in Elfrid: or the Fair Inconstant (1710) and in 
King Henry the Fifth. Or, The Conquest of France by the 
English (1723), as did Henry Brooke in Giistavus Vasa 
(1739), William Havard in King Charles the First (1737), 
William Shirley in Edward the Black Prince: or. The Battle 
of Poictiers (1750), and John St John in Mary Queen of 
Scots (1789). It is possible that in choosing these subjects 
the d ramat ists \Mer.e._act.uated _ by a number of diverse 
mptives.. The age was more patriotic than had been that 
of the Restoration, and these historical themes fired men’s 
imaginations. The pseudo-classicists, too, had decided that 
it was better to dramatize actual fact than to attempt 
the weaving of a fictitious tale, so that in one way the 
playwrights were placating the critics. Shakespeare, who 
was now rising into renewed fame, -came to be respected for 
his series of chronicle histories and seemed to unite with 
Banks and Rowe in favouring the species. Everything 
conspired to make this a popular type, and audiences liked 
it because it usually demanded in treatment an amount 
of bustle and action prohibited to the pseudo-classic muse. 
Not any of these playwrights were masters in the sphere 
of tragedy, but each displa3^s certain features which prove 
that this type aided in keeping alive something of true 
tragic spirit at a time when the pseudo-classicists were 
endeavouring by every means in their power to destroy 
the very being of traged3\ 



CHAPTER III 


THE BALLAD-OPERA AND PANTOMIME 

^ I' HE s pec tacular and operatic ten dencies-ia the Res- 
I toration period have already been briefly noted, 

JL. and a glance has been cast at the development of 
the Italian opera in the eighteenth century itself. This spec- 
tacular and operatic movement may seem somewhat at va- 
riance with the chastening influences dealt with summarily 
in the preceding chapter ; but it is to j3 e,inter prcted_a s_t he-e?c - 
pr ession of popular taste moving against the restrictions of 
the s everer among tlie poets and critic s. The men and 
■svomen of the time obviously liked show; music appealed 
to them, and dancing. After listening in bored silence 
to the ceaseless drone of the' heavier tragedy they flocked 
for recreation to the opera, or applauded vigorously the 
singers, instrumentalists, and dancers who gave intennessi 
before and after, and occasionally in the midst of, regular 
performances in the theatres. To appreciate aright the 
theatrical movements of the a.ge the opera must be intimately 
related to the chiller forms of tragedy, and out of the two 
a picture of the period must be wrought. 

Four popula r species of entert ainment ^ must here be 
noted — the op er atic, the spectacular,, the terpsichorean. and 
the mimi c. The first two have already been analysed ; only 
the latter two require comment. From the earliest Restora- 
tion days (and even in Elizabethan times) d^dng^formed 
a popular part of dramatic performances. Many plays 
ended/with a dance, and we know how such a performer 
as _,Moll Davis charmed her public. To satisfy the craving 
for these dances theatrical managers in the Idte seventeenth 
century called in the services of dancing-master's from 
Paris, and these dancing-masters soon became a recognized 
feature of the theatres. We learn the names of many 
of them from the newspaper advertisements of the early 
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eighteenth century, and we note, from the prominence given 
to them there, what a position they occupied in the minds 
of the spectators. At first their performances were- limited 
to the ordinary dances of the Court or of th^duntry, but 
soon came in the taste for minnc„dancin'gf^here a s tory 
was told silen tly by mean s of. .expr.essiye ..movements. . It is 
here we reach the beginnings of the pantomime; but the 
pantomime proper was based, not only on the dance, but on 
the commed iQJLellji.YJs^ For many seasons during the first 
half of the eighteenth century French and Italian companies 
performed in London, drawing to their little theatre fashion- 
able or would-be fashionable crowds. The re herloiiijcs^ai 
th ese com panies, j:onsistecL.oX-.an. .admi.xture__o.^.classical 
pieces and of lighter forms of dramaA Many of wie latter 
were harlequinades, intr oducing the*^ecognized character s 
o.f t he Italj an...imDrovised comedy. These characters soon 
occupied the attention of the audiences, and it is not 
surprising to find that the managers attempted to counter 
their rivals by introducing a form of entertainment well 
calculated to prove attractive. This form of e ntertai nment 
Ava s the pantomime . In its typical eighteenth-century 
shape the pantomime presented a union .of^ diyerse, forces. 
In the first place, there was usually ^a seriou s— legendary 
story told by means ,of . dancing, and songs — jn ._fact a 
short o pera'on^'usual ope ratic them.e. In these plots moved 
di^' fi^ures of the commedia . burlesquing in silent 

movSnent the action of the more serious tale. All of this 
was* laid upon.a backgroun d of the most spectacular descrip - 
JiOJQj-jy.ith ,_the lavish..,use of ‘machinery’^ and coun tless 
change.s„pl,scene..to-.pleaseJ;hejcayJsh.ed„s.pejctatsrs. It was 
impossible but that the pantomime, thus wrought out of 
all the audience held most dear, should prove popular. 
The two licensed theatres vied with one another in these 
shows, and soon they drifted to the lesser playhouses at 
Goodman’s Fields and the Haymarket, and settled down 
comfortably at the various ‘Wells,’ 

These pantomimes did not by any means drive legitimate 
drama from the stage, for they were, for the most part, 
performed along with, not instead of, the regular comedies 
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and tragedies; but they h ad several serious effects upon 
the theatrical history of the p eriod. In the first place, 
they aided in helping forward the disintegration of true '- 
dramatic tast e; unquestionably they lowered the general 
■power of appreciation on the part of .the audience. Sec- 
ondly, they established fully the reign of the afterpiece . ' 
The afterpiece, as we have noted, was inaugurated in Eng- 
land with the appearance of Otway’s The Cheats of Scapin, 
and in the first years of the eighteenth century it was fairly 
common for a tragedy or a comedy to be given along with 
a one-act farce. Still, the appearance of these farces was 
only sporadic; they were not rendered necessary append- 
ages to the ordinary plays. With the success of the panto- 
mime, however, the public came to demand some light 
refreshment when the heavier meal of tragedy or sentimental 
comedy was over, and, if a pantomime was not shown, some 
short ballad-opera or farce was positively called for. There 
seemed nothing extraordinary to the audience in their 
listening to Lear’s agony at 7.30 and laughing hilariously 
at pantomime or farcical afterpiece at 8. But there was 
a further result. The pantomime not only aided in the 
d egeneration of taste an d in the e stablishment of th e 
a fterniece, but it JedLdram atis ts who might otherwise have 
contributed serious work to the theatre t o indulge in the 
le sser forms of dramatic endeavou r. A one-act farce paid 
better than a full-length tragedy; the trivial words for 
an operatic pantomime were well rewarded. Farce, then, 
comes to occupy the minds of the playwrights’, and many 
men, such as Lewis Theobald) editor of Shakespeare and 
capable scholar, turned to pen the foolish ditties which 
pleased the spectators in the pantomimic displays. 

• The reign of pantomime is ultimately associated with 
the. reign of the ballad-opera, and that there is an intima te 
r elationship be tween the two has been demonstrated above. 
In origin . th e ballad-opera— -or ballad-farce, as it was.^ 
f requently called — ^^vas at, once a burlesque and a rival' 
o f”the "Italian opera. It was aimed in tile first p^^^^ 
capture some of the attention paid to the Italian type, 
but it employed for effect many satirical attacks upon the 
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follies that were inherent in that form. Nor would the 
ballad-opera itself have come into being had not the ground 
been prepared by the other musical enthusiasts. Men now 
loved to hear a story sung, and they were delighted when 
they heard their favourite ^ditties as well as airs from popular 
Italian operas provid ed-3dthJ(xew_andJ:wjtty_j^^ 
run together into a plot ^which (being told in English) they 
could understand and (being comic) they could enjoy. 

As is well knq^f^he ballad-opera was invented by 
J olin Gay, w hose Beggai'^s Opera (1728) was the 
first' ol a long line of similar works stretching down to 
comparatively recent times. The Beggar^s Opera at once 
intrigued the whole of London playgoers. The political 
references amused those many men and women tired of 
the chicanery of the Walpole regime; the,-gallant highway- 
man Macheath, the pathetic Pollyj tW farcical array of 
the hero’s innumerable wives, ihe artificiality and fancy and 
novel daring of it, all ensured it what few innovations 
receive — ^an immediate popularity. All the town flocked to 
the little theatre in wliich it was performed; it was taken 
thence to the patent houses and to the booths; travelled 
from there through all the provinces; and even crept over 
to the Continent (where its half-concealed revolutionary 
tone secured it a hearing. Although Gay himself had not 
previously tried anything in the style of the operatic farce, 
he had made approaches toward the type in his “tragi- 
comical farce” The Mohocks (printed 1712), a satirical 
piece, and in the peculiar play entitled The What D’ye Call 
It (1715), a work which approaches the sentimental in 
some portions and the intellectually satirical in others. 
The ballad-opera, however, far exceeded these in popularity 
and was at once imitated by others. Its author, eager, 
no jddubt, to make even more money than had come to 
him from his first success, hurriedly prepared a sequel in 
(printed 1729). The authorities were by now on the 
look-out. They had not dared to stifle the successful 
Beggar’s Opera, but they saw, or they pretended to see, 
mighty signs of revolutionary ardour in the sequel. Polly 
was accordingly prohibited the stage, and was performed 
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for the first time many years later, under Colman’s manage- 
ment, in 1777. Polly is not nearly so fine as the first 
piece; it has a re alisiic-tQUch- lacking in th e earlier pla y, 
which was so nurelv f anciful a nd w ay^v ard; the savages, 
too, strike a false note, and, although interesting enough 
as showing the Rousseauesque tendencies of the writer, aid 
in spoiling the work as a whole. After this set-back^a)' 
attempted only one other play in the like style, ^^iaiillcs 
(1733), which departs from the bantering political satire 
of The Beggar's Opera to burlesque a classical story. Its 
humour is not great, and it proved a failure on the stage. 

It is impossible here even to enumerate a moiety of the 
man}- ballad-operas produced between 1728 and the middle 
of the century. One. after another they were rushed 
forward b}- authors eager to rival Gay in his newly won 
popularity and affluence, many of them meeting a well- 
merited fate at the hands of critical audiences. Of all the 
authors who adopted the style H^enQ'-^Elelding; is the one 
who calls for most detailed attention. This litterateur, 
anxious to earn mone)', had produced his first play. Love 
in Several Masques (1728), contemporaneously with Gay’s 
successful opera, and it may have been partly the triumph 
of that satirical work which led him in 1730 to bring for- 
ward his burlesque tragedy . Tom Thu mb, later reworked and 
renamed The Tragedy of Tragedies. This piece follows the 
lines laid down in The Rehearsal. It attacks contemporary 
tragic follies, endeavouring to display the weakness of 
invention, the staleness of language, the stereotyped char- 
acters which marred the tragedy of the age. Along 
with The Re hear.sal.jmd-SheT\dar^'Tdie~~Cr.UicJthis...^t 3 jiids 
o ut as one -Q£jJie-besLjj.urles.Q.uesdDJEnglish.-jthe styles of 
the TOrious authors being aptly ridiculed and the wit being 
in Fielding’s finest satirical vein. While it has nothing 
to do directly with the ballad-opera, it. may not be unfitting 
here to indicate briefly the scope of this burlesque move- 
ment in the eighteenth century. Fielding himself, inspired 
partly by the success of Tom Tli^imb, partly by his own 
satirical qualities, tried the form several times before the 
close of his dramatic career. The Covent-Garden Tragedy 
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(1732) is in the same style, as are Pas qimi (1736), Tiimble- 
Down Dick: or, Ph<ston in the Suds (1736), and The 
Historical Register, For the Year 1/36 (1737). None of 
these save Pasquin possesses the wit that is apparent in his 
first burlesque, but each shows Fielding’s abundant sense of 
the follies and evils of his time. The following quotation 
from the last-mentioned play illustrates well the author’s 
view of tliose “entertainments” which have occupied our 
attention immediately above. Sneerwell, the critic, is 
discussing with Fustian, the tragic poet, the parts of the 
latter’s play. Says Fustian, watching his battle upon the 
stage : 

There, there, pretty well ; I think, Mr Sneerwell, we have made 
a shift to make out a good sort of a Battle at last. 

Sneer. Indeed I cannot say I ever saw a better. — 

Fust. You don’t seem, Mr Sneerwell, to relish this Battle 
greatly. 

Sneer. I cannot profess my self the greatest Admirer of this 
part of Tragedy; and I own my Imagination can better conceive 
the Idea of a Battle from a skilful Relation of it, than from such a 
Representation ; for my Mind is not able to enlarge the Stage into 
a vast Plain, nor multiply half a Score into several Thousands. 

Fust. Oh! 3mur humble Servant; but if we write to please 
you, and half a dozen others, who will pay the Charges of the 
House? Sir, if the Audience will be contented with a Battle or 
two, instead of all the Raree-fine Shows exhibited to them in 
what they call Entertainments. 

Sneer. Pray, Mr Fustian, how came they to give the Name of 
Entertainments to their Pantomimical Farces? 

Fust. Faith, Sir, out of their peculiar Modesty: intimating 
that after the Audience have been tired with the dull Works of 
Shakespear, Johnson, Vanbrugh, and others, they are to be en- 
tertain’d with one of these Pantomimes, of which the Master of 
the Play-House, two or three Painters, and half a Score Dancing- 
Masters are the Compilers: What these Entertainments are, I 
need not inform you who have seen ’em; but I have often won- 
d’red how it was possible for any Creature of human Understand- 
ing, after having been diverted for three Hours with the Pro- 
ductions of a great Genius, to sit for three more, and see a Set 
of People running about the Stage after one another, without 
speaking one Syllable, and playing several Juggling Tricks, 
which are done at Fawks's after a much better manner ; and for 
this. Sir, the Town does not only pay additional Prices, but lose 
several fine Parts of their best Authors, which are cut to make 
room for the said Farces. 
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Sneer, It’s very true, and I have heard a hundred say the 
same thing, who never fail’d being present at them. 

Fust. And while that happens they will force any Entertain- 
ment upon the Town thej* please, in spight of its Teeth [Ghost of 
Common-Sense riscs.l Oons, and the Devil, Madam! Wliat’s 
tlie meaning of this? You have left out a Scene; was ever such 
an Absurditj', as for your Ghost to appear before you are kill’d. 

Ghost. I ask Pardon, Sir, in the Hurry of the Battle I forgot 
to come and kill my self. 

Fust. Well, let me wipe the Flower * off your Face then; and 
now if you please Rehearse the Scene; take care you don’t make 
this Mistake any more tho’; for it would inevitably damn the 
Play, if you should. Go to the Corner of the Scene, and come 
in as if you had lost the Battle. 

Q.C.S.- Behold the Ghost of Common-Sense appears. 

F7ist. ’Sdeath, Madam, I tell you you are no Ghost, 

You are not kill’d. 

Q.C.S. Deserted and forlorn, where shall I fly? 

The Battle’s lost, and so are all my Friends. 

Enter a Poet. 

Poet. Madam, not so, still have you one Friend left. 

Q.C.S. Why, what art thou? 

Poet. Madam, l am a Poet. 

Q.C.S. Whoe’er thou art, if thou’rt a Friend to Misery, 
Know Common-Sense disclaims thee. 

Poet. I have been damn’d 
Because I was your Foe, and yet I still 
Courted your Friendship with my utmost Art. 

Q.C.S. Fool, thou wert damn’d because thou didst pretend 
Thy self my Friend ; for hadst thou boldly dar’d. 

Like Hurloihromho? to deny me quite; 

Or like an Opera or Pantomime, 

Profest the Cause of Ignorance in publick. 

Thou might’st have met with thy desir’d Success; 

But Men can’t bear even a Pretence to Me. 

Poet. Then take a Ticket for my Benefit Night. 

Q.C.S. I will do more, for Common-Sense will stay 
Quite from your House, so may you not be damn’d. 

Poet. Ha! Say’st thou? By my Soul a better Play 
Ne’er came upon a Stage; but since you dare 
Contemn me thus. I’ll dedicate my Play 
To Ignorance, and call her Common-Sense: 

Yes, I will dress her in your Pomp, and swear 
That Ignorance knows more than all the World. 

^ flour. 2 Queen Common-Sense. 

® A fantastic piece • by Samuel Johnson of Cheshire. 
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No better commentary than this could be found on the 
typical theatrical affairs of the time, for, deeply satirical as 
it is, it bears behind it the weight of truth. 

The burlesque form, partly because of Fielding’s own 
endeavours, proved highly popular in the middle of the 
eighteenth century, but few of the pieces rise above medioc- 
rity. One of the best of the early examples is . Henry ;^ 
Cjrey’s Tragedy of Chrononhotontliologos: Being the 
most Tragical Tragedy, that ever was Tragediz'd by any 
Company of Tragedians (1734) with its famous first lines: 

Scene, An- AniicJtamber in the Palace. 

Enter Rigdum-Fonnidos, and ALDiBORONTirnoscoPHORNio. 

Rigdum-Funnidos. Aldiborontiphoscophoi'nio ! 

Where left you Chrononhotontliologos? 

This, however, is a short piece, and indulges not in witty 
satire, but i n burlesque exaggeration . Much finer is R. B. 
She ridan’s The Critic or A Tragedy Rehearsed (1781), 
wfuch contains the well-known character of I PufL who has 
reduced the gentle_art. of-advertisement to regular rule, and 
scienfific method. To Sneer, who questions Him on the 
point, he cries : 

O lud, Sir! you are very ignorant, I am afraid. — ^Yes Sir, — 
Puffing is of various sorts — the principal are. The Puff direct 
— ^the Puff preliminary — ^the Puff collateral — the Puff col- 
lusive, and the Puff oblique, or Puff by implication. — ^These 
all assume, as circumstances require, the various forms of Letter 
TO the Editor — Occasional Anecdote — Impartial Critique — 
Observation from Correspondent, — or Advertisement from 
THE Party. 

Sneer. The puff direct, I can conceive 

Pnff. O yes, that’s simple enough, — for instance — A new 
Comedy or Farce is to be produced at one of the Theatres 
(though by the bye they don’t bring out half what they ought to 
do). The author, suppose Mr Smatter, or Mr Dapper — or any 
particular friend of mine — very well ; the day before it is to be 
performed, I write an account of the manner in which it was 
received — I have the plot from the author, — and only add — Char- 
acters strongly drawn — highly coloured — ^hand of a master — 
fund of genuine humour — mine of invention — ^neat dialogue — 
attic salt! Then for the performance — Mr Dodd was astonish- 
ingly great in the cliaracter of Sir Harry ! That universal and 
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judicious actor, Mr Palmer, perhaps never appeared to more ad- 
vantage than in the Colonel ; — but it is not in the power of lan- 
guage to do justice to Mr King ! — Indeed he more than merited 
those repeated bursts of applause which he drew from a most 
brilliant and judicious audience ! As to the scenery — The mirac- 
ulous power of Mr De Loutherbourg’s pencil are universally 
acknowledged 1 — In short, we are at a loss which to admire most, 
— ^the unrivalled genius of the author, the great attention and lib- 
erality of the managers — the wonderful abilities of the painter, 

or the incredible exertions of all the performers 1 

Sneer. That's pretty well indeed. Sir. 

Puff. O cool — quite cool — ^to what I sometimes do. 

It may seem that the quotations from these burlesques 
have been here too liberal, but in them, and only in them, 
can we get behind the scenes. They record features we miss 
in the regular tragedies and comedies; they lay bare the 
evils, and show the virtues, of the time. 

This digression on the burlesques of the period has taken 
us some distance from the ballad-opera; but the two, 
because of their common satirical tendencies, are ultimately 
related the one to the other. In its career the.-balladiOpq,ra 
frequently adopte cLa. hnrl esqup-inne,-a.»; in Henry Carey’s 
The Dragon of Wantlcy (1737) and its sequel, Margery: 
or, A JForse Plague than the Dragon (1738). The ballad- 
operas, indeed, assumed all the forms of regular non-musical 
drama; there are burlesques among them, and regular 
farces, now in the Jonsonian manner, now in the style of 
intrigue, and there are definitely sentimental works calcu- 
lated to display the humaneness and virtue of mankind. 
A number of these ballad-operas fully deserve reviving, but 
the majority are sufficiently trivial, evidently the produc- 
tion of writers eager to run together a work which might 
bring to their empty pockets a few honest guineas. A few, 
such as Cibber’s Damon and Phillida (1729) and John Hip- 
pisley’s Flora (1729), proved successful, b ut none until t he 
a ppearance of Sheridan’s The Duenna (1773) rivalled the 
p opularity of Gay’s triumbh!_of 172 $. The Duenna, cer- 
tainly, from the literary point of view, well deserved its suc- 
cess. The characters are well drawn, especially that of Isaac ; 
the airs are pretty and sometimes distinguished by true 
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lyric melody; the dialogue rarely falls to dullness and 
frequently rises to flashes of true wit. 

This play of Sheridan’s in reality introduces us to a new 

i"' * ■■ ■ * »»*- — i^.., T j j— i M II ir ' ■ I- > iii "» ■ P H n ) i m c n ;i j 

t 3q3e of dramatic art, the ^omic opera.] : a type fully estab- 
lished b)!- Isaac BicKrstaff, who won a marked success in 
The Maid of the Mill (1765) and in Lionel and Clarissa 
(176S), The comic opera, particularly that which dis- 
played romantic features, w>as an impo rt ant factor in th e 
deyelo pment of early ni net eenth-cen t ury literature . It was 
given new life in the delightful fantasies of Gilbert and 
Sullivan and still makes its appeal to the adherents of 
at least one great London theatre. 

1 There is, technically, a distinction between the ballad-opera (with 
words written to older airs) and the comic opera (with words composed 
by an individual musician). 



CHAPTER IV 


THE DECAV of true COMEDY AND THE 
GROWTH OF SENTIMENTALISM 

The Sentimental Movement 

iTN’ dealing with tragedy it was noted that the chief 
1 weakness of the age laj- in a want of a true orientation . 
L Many dramatists had genuine talent for the stage, but 
they possessed no definite and conscious nurnose in their 
The same precisely may be said for comedy. The 
manners type, which had produced Etherege, Wycherley, 
and Congreve, was rapidl}' degenerating when Farquhar 
and V'anbrugh took it over. A few other dramatists, 
such as Charles Burnaby and Mrs Centlivre, tried to keep 
it alive ; but Jj;.,b3dUQSt-jLs.^rigil3iaL.3j3^ could 

never again a ssu me quite the same — Cavalier tone, it had 
exhibited in the Restoration age. , 

Farce was occupying more and more attention; .isenti- 
mentalis m- was rapidly growing in strength ; ' pity , was 
creeping into the world of intellectual laughter. It is 
necessary here, for an understanding of the tendencies of 
the_ time, to analyse if but briefly the development of tliis 
sentimental movement. Sentiment, as Charlotte Bronte 
found in Shirley, means only thought, idea, or conceptio n: 
in itself, therefore, sentimentalism is not a quality to be 
despised ; but it is imperative that . a distinction should 
be made between the true and false species of this mood. 
In its .weaker for m sentim entalism implies an unmanly 
pity, a lark nf gtrp.ngthj .anf1 snmptimpg ajertain puritanica l 
l iYpocrisy;. In these forms it is displayed clearly enough 
in Mackenzie ’s The Man of Feelin g and in Richardson’ s 
Pamela. But sentimentalism can mean, and did mean,v 
more than this. Steele’s hatred of duelling and his belief 
in matrimonial fidelity were sentimental, but they implied 
true courage. It was daring for a man in his position, in 
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the midst of a sneering society, to utter, the thoughts he 
did. Efij-iss^aiL too is sentimental, but with him senti- 
; mentalism denotes ' hum_anitarianism,_ and ..sproetimes, revolu- 
/ tipnary. aims. We may, perhaps, distinguish t hese thre e as 

■ main forms of this strange eighteenth-century develo p- 

■ ment._ -False sentimentalism may be seen in many jj aawhish 
^ works oFTKe time; t rue'~sentimentalism i mplying thought 
( and reflection is well displayed in Steele; the humanitarian 
l^se ntimentalism, w hich is a later growth, is reHected’TrTtKe 
‘‘ plays of A'irslnchbald. 

In many different wa3’’s sentimentalism exercised an 
j jifluence, both good and evil, on the comedy of the time. 
If, on the one hand, it destroyed the possibility of free 
laughter, untrammelled by any considerations save its 
own mirth, it opened up fresh tracts for the playwrights, 
and gave birth to an entirely new type of dramatic work. 
We ma}’’ thus regret that there could never appear another 
Etherege or another Congreve blissfully ignorant of any 
moral obligations, but we must at the same time recognize 
\ that t he new humanitarianism, th e .recognition of soci al 
'' • probl ems, the ende avou r to make the theatre express""m' 
. i ts own wa y tj^g_man3:_pXQM^s^^^^dlich^.a■Ced^ m^n^^%pd 
wom en, was a good thing, a development which lay at the 
baj^^jDi_all_the JjesLjnoder 4 i.^i 3 raniatic..-art. It is useless 
to extol sentimentalism for what it was not, to refuse to 
see in it often the elements of a false h ypocrisy^ but it is 
equally useless to condemn it whpleheartedly as do some 
who see the theatre only in the light of the comedy of man- 
ners. 

T his se ntimental,moyement_may_j3eJxacedJbacle-tQ-^ilie 
early eighti es of the seventeenth ce ntury. It is probable 
that the p olitical intere st__which centred round the last 
days of Charles II, the reign of James II, and the Rebellion 
had something to do with its appearance in the dramatic 
literature of the time. Men in those years began to think 
of the p?:oblems..x)l-gxiv.erjiment,.and.joJLX'?ligiQ 0 > and from 
those they were led naturally to a consideration of the 
prpblems-Gf-'SociaHrfe. This consideration of life’s problems 
coincided with the dev^pmentjc).f._a„reactip,nJ:oJ:he.,excfi3ses 
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o{Athe-Stuar-t-'^ourt;'and together the two forces moved 
forward rapidly. Touches of a reflective cast crept into 
comedies and tragedies; men such a s D’Urfev, women 

such as Airs Behn began to introduce into their pla3"s 

themes which displayed their consciousness of the difficulties 
that arose out of social conventions. Even ^ha d^v^ ll, a 
confirmed Jonsonian, felt the impress of the time and gave 
expression to it in his later productions. Interesting as 
it is, however, to trace the gradual emergence of this senti- 
mental spirit in the corned}* of the late seventeenth century 
we must recognize that during this period it was purely 
tentative and— experimental. Sufficient strength it had, 
certainl)-, to lead Colley Cihher- a dramatist always eager 
to satisf}* popular tastes, to write his Love's Last Shift 
but it produced no sind e-j)la.v-Qi-a-defioitd.\i!s£nti- 
mental cas t. Love’s Last Shift by many has been taken 
as the starting-point of the sentimental movement ; it 
is merely the first pla}’ written consciously to express a 
feeling which subconsciously had been present in the 
theatre for more than a decade previously. This comedy 
marks the beginning of a long series of similar dranfas to 
which may be given the title ‘m nfnl-immnr.-aV''^ It dis- 
plays. that is to say, the ordinary licentious comic characters 
and themes of the day with a would-be moral ending in 
which rapid conversions are attributed to those who had 
been in the earlier acts presented as sinners. Nothing- 
shows better the . h y pocritic a l jveneer. which spreads over 
the age. The reformers -were satisfied because virtue tri- 
umphed in the end; the pleasure-loving spectators were- 
willing to witness the wholly artificial conversions for the 
sake of the careless intrigue and . loose dialogue of the 
preceding scenes. 


d esigned to catch the temper of the age, he was not bv an v - 
mean s-the-diipf.-nr. thp-..mn.stiiient.imenta]1y-i ndined of the 
ear ly eighteenth-century dramatists— Indeed, in his own 
way he..aided in keeping alive .s omething of the spirit o f/ ; 
t he manners school in his .Jg^ntee l*-H;0medie5r'w orks which’ 
by their artificiality well reflected the sbtial life of the 
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Anne era. She TVou'd and She Woidd Not (1702; printed 
^ 703 )> The ^Double Gallant, or. The Sick Lady’s Cure 
(1707), The Lady’s Last Stake, or. The Wife’s Resentment 
(1707; printed 1708), and The Refusal; or, The Ladies 
Philosophy (1721), with their affected, vain ladies and their 
foppish gallants, mirror perfectly a section of this society, 
yyit, of the Congreve sort no longer breathes in these. 
There is nothing of that .ric h4)lay_of .fancy \yhich marks out 
the latter’s works. Instead, we are presented with all the 
fashionable follies, all the darling vices, of the town. Men 
and women in those plays no longer hold the same positions 
they held in Restoration day s. Then, the men, if trivially 
gallant, had at least the gift of intellectual power, and the 
women were possessed of qualities akin to those of their 
male companions. Intrigue governed the lives of both, 
but men and women entered into these intrigues with an 
equal zest and on equal terms. In the g enteel.._comedies. 
on the other hand, t he men were mere beaux intent not 
on a satire, a lampoon, a witty jest, but on wigs and 
shoes and ribbons; their haunt was not the meeting-place 
of the wits, but the gambling saloons. The women too 
had degenerated. Their minds were more centred upon 
trivialities, and they had lost their intellectual power. 
They had become the playthings of men, to be ridiculed, 
cheated, and satirized. The women of the Rest oratio n 
ave fallen in love "^h the licentious gallant s, 
ith open eves: now \ve are approaching th e 
p eriod of the Lovelaces and the Clarissa Harlowe a.. 

The genteel comedy endured all through the eighteenth 
century, but rapidly it becam e_mer.ged-ia-the-jsentimeptal 
type, s o that one of the most typical of Augustan comic 
forms is that species of drama wherein certain scenes recall 
the atmosphere of these Cibberian works, and other scenes 
revel in the expression of the most fulsomely sentirhental 
reflections. 

The sentimental movement in the early eig hteenth 
ce ntury received its mos t, pronounced i mpgljis.Ji:om-th&^Cr 
tivities.X)i...SjjLLRichard.Stgd e.. author ofT/i/? Christ ian Hero 
and joint 'author of The Spectator. '"BTeele’i preefiTeefiSnsT 


periodjmayL 

.-Ixit it \vas ■ 
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in spite of his own somewhat careless life, were all on the 
side of morality. He believed in domestic hap piness, he 
b elieved in faithful lov^he believed in the"*guo'(lnt:!S 5 ‘"o f 
t he human heart. It is not surprising, ore, to find 
that in his four comedies — The Funeral; Or, Grief A-la- 
modc (1701; printed 1702), The Lying Love rr'tlt^ The 
Ladies Friendship (1703; printed 1704), The Tender 
Husband: Or, The Accomplish’d Fools (1705), and The 
Conscious Lovcrs~’X^722 ; printed 1723) — ^he should have 
endeavoured to give utterance to his own genuinely sincere 
reflections upon life. The first of these pla)-s shows his 
hatred of hypocrisy and his„ belief in sterling emotion as , 
expressed in the characters of La^y Harriot and of the 
honest old servant Trusty. ’'' Tfte L ying Loz'cr penetrates 
even more deepl}' into the realm o"t“~ 5 lTrotion and of 
serious reflection. The author’s hatred of duelling is fully 
exemplified in the gaol-scene, when Young Bookwit lies in 
immii^it fear of execution and in contriteness of heart. 
Tlwxtiiiestion of domestic virtue occupies his mind in XJ 2 &, 
Tender Husband,- a play which inculcates -that honourable 
love which was one of Steele’s chief delights. Excellent 
as these comedies are, Steele’s triumph lies in his last play, 
in the plot of. which he has endeavoured to express his 
innermost feelings. The hero, Bevil junior, is here pre- 
sented as about to be married to Lucinda, the daughter 
of Sealand. He has, however, met and befriended an 
unknown girl named Indiana, with whom he ultimately 
falls in love. Unlike the rakes of earlier times he will not 
endeavour to betray this girl, nor will he marry her without 
his father’s consent. For a time it almost seems as if the 
play is to end unhappily, until Sealand discovers in Indiana 
his own daughter. Thp artifi rialif.v_Qf the conclusion may 
perhaps call forth from modern readers a superior smile, 
but no superior smiling can lessen the genuine worth of 
Steele’s comedy. The dialogue i s excellent, the characters 
are ^yell .drawn,, and the s ituations c leverly managed; andl 
how^ far Steele has succeeded in drawing comedy from the* 
realms of Restoration licence may be realized even by a| 
cursory glance at one or two of the scenes. This play is^ 
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fliUUldJx .a^m medc it apT)rmches.,the^phe 3 :e^oJ_the_.^^^^ 

/ thatJnteriTi&diateJaiid-.\v.li£i£_eniQ tion s.seeni-.tQ..Jiiov.e-mid- 
i wa^iJp^w^nJLragjcJnten^^ comic, abandon. 

For some years the sentimental style developed but 
slowly. Sentimentalism, it is true, coloured many an 
otherwise unsentimental production, but no one for a time 
succeeded in penning a truly great work of this type. In 
1705 Mrs Centlivre produced ., a well-written 
comedy designed to ridicule the fashionable evils of the 
gaming-tables, and Tavern eii^in 1717 brought forward 
The Artful Wif e, a comedy full of moral reflections planned 
according to tliT best sentimental recipes ; but these, after 
. all, are not great plays and introduce little that is new. 

.■ Shortly af ter 1730, ho weve r, two developments are notice- 
• able,, each of which was 'to' exercise definite influence on the 
; fortunes of the type in the later years of the centur}\ The 
'first of these tendencies was heralded by on^s ^-joh rU^^yr. 
i n The_M .m:ncd Philosoplier^JL7:^2). This drama has the 
merit of being the first adaptation in English of a F reuch 
sentimental wo ,tk. The importance that attaches to this- 
innovation can be realized only by a glance at the develop- 
ment of the French theatre in the first three decades of the 
century. Sentimentalism, in its initial stages, was almost 
entirely an English development. It arose in the midst 
of Restoration licence and flourished quite independently 
of Continental example. A change, however, was coming 
over France as well, a change which three-quarters of a 
century later was to result in the fury of the Revolution, 
That change ultimately was inspired by English example. 
Tentatively the French playwrights started by adapting 
works which had first seen the light on the London stage. 
Apologetically they tried their first experiments, tuatil, 
grown bolder, the y triumph antlv-flaxedJEortli-theiiL-fanfare 
oniterarjc-itevolh That revolt took the form of an extreme 
type of sentimentalism. There was little of hypocrisy h ere. 

. I none of that crude admixture of licence and -mox al refle c- 
' tion_. which distinguished so many English comedies of 
the time. The Parisian sentimentalists determined from 
the start to give to mankind their beliefs in the inherent 
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goodness of the human soul, in the corrupting wavs of 
the virtue of primitive emotions. j\lany lesser 
matters they touched on, such as the evils of war and the 
oppressions of the poor, but those were their fundamental 
tenets. It is evident that here we nossess the Steele type 
ol sentimentalism carried -jLO-Still. ..f.urJhp.r-exti:em£iu.and it 
is equally evident that there is here the literary counterpart 
of those political aspirations which led ultimatel}’ to the 
downfall of the ancicn regime. For the stud)' of the English 
theatre this development of serious comedy in France is 
especially important, for the Continental sentimental 
drama, nourished as it had been on English example, was 
freely brought back to London in the middle of the 
eighteenth century, giving rise to a more pronounced 
sentimental note in our own theatre. Kelly’s work is the 
herald of tliat return, - - 

From this rough sketch of the growth of the French 
dramc in the eighteenth century, necessarily brief and 
limned only in general outline, it is clear that direct revolu- 
tionary ideas must develop from the cardinal tenets 
mentioned as belonging to the dramatists. This revolu- 
tionary mood finds its echo, too, in the English theatre, 
becoming first noticeable a few years a^ftey-tlie appearance 
of Kelly’s The Married Philosopher im^' Robert Dodsley’s 
The King and the Miller of Mansfield ( 1737) . a fittle pTaylet 
which strives to show the^inherent community between the 
sentiments of king and subject, and endeavours to read 
into its few scenes a definite moral precept. Never so 
powerful a force in London as it was in Paris, because of 
the greater liberty and lack of tyranny here, this, revolu- 
tionary note is also a marked feature of later sentimental 
endeavour. 

It might have been expected that after the thirties of 
the eighteenth century sentimentalism, thus possessed of 
inspiration and a definite purpose, \yould have produced 
some masterpieces of serious comedy. The actual results, 
on the contrary, were poor. If sentimentalism broug ht 
something new to the theatre it at the same time prov ed 
fat ally easy of execution^ Playwrights found that the 
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calling fo r,tlu 3 £.emotiQnal-^cenes required no great exertions, 
and the coinintr of- re flective sentences for their characters 
was simple enough. 'I!lie--st3de,.»too, led men away from 
, realism. In order to paint, as they thought, more truly 
the humane qualities of mankind they had recourse to the 
ideal. The^’- painted not the men and women they saw 
round them, but abstractions conceived in their own minds. 
XlTe'keen observations and realistic touches which had 
always brightened earlier comedy began, therefore, to 
disappear, and yapid, colourless, uninteresting nm du.ctkms 
were the result. Sentimentalism, too, allied to the genteel 
comedy, brought about a peculiar convention. In the end 
jf ,cut o ut of the theatre all kinds of ^ 'low* characters. A 
noble savage once or twice might be permitted entrance 
into the drawing-room, but artisans and the world of labour 
were studiously shunned. The sentimental^drama became 
pr e-em inently Jhe_drania„oLni.iddl.er-And_.upper-cla_ss_s pciet y, 
with conversations and scenerv to match. 

*■' '■ Tn ~rTi it w w t i~ ~th i ~ i >iaix » 

Many authors after i^’So took to writing these popular 
works, but none devoted their energies with such un- 
flagging zeal to the cause of the sentimental muse as did 
HjaghJKjelly^and Richard Cumberland, contemporaries and 
companions of Oliver Goldsmith. The first of these two 
men won a prodigious success with his False Delicacy 
(176S), a comedy eagerly read as well as eagerly followed 
upon the stage, and repeated that success with his School for 
IViz'cs (1773). A. Word to the Wise (1770), an equally 
sentimental play, was unsuccessful because of political 
prejudice. False Delica cy is a play of sentimental refine- 
ment which keeps three pairs of unsuited lovers in a 
constant state of mental and emotional disturbance. Into 
this theme of conflicting feelings Kell)^ infuses a mass of 
reflective sentences all calculated to further the cause of 
the highest morality. Moments of laughter there are, but 
rare and fitful in their appearance, by no means calculated 
to rival the attractions of the sentimental portion. From 
the purely literary point of view A Word to J JieJWise is the 
better play, although its historical importance is much 
slighter. Here Sir John Dormer desires his daughter to 
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marry Sir George Hastings, a fop. Her heart is given to 
*\’illars, the sentimental hero and long-lost son of Willoughb5^ 
In her distress the heroine confides in Sir George, and he, 
though foppish, is sufficient!}' sympathetic to break off 
the match, and all ends happily. That Kelly felt at times 
the ridiculousness of the t}pe he patronized seems proved 
by iliss Dormer’s remark in the first act, “Upon my word, 
Harriot, a very florid winding up of a period, and very 
proper for an elevated thought in a sentimental comedy.” 
As with the dramatists of the heroic tragedy, there seems 
to have been a consciousness among these ‘feeling’ authors 
that they wer( 5 ' attempting a form of literature capable of 
vast al^urdfties. 

. Rid^ard Cu mb erland continued the same style with even 
greater enthusiasm. His famous work Thr Wrx! Tndim t 
(1771) won for him immense repute, and the sentimental 
atmosphere he reproduced in The Fashionable Lover (1772), 
The Jezv (1794), The Wheel of Fortune (1795), and a 
multitude of other pieces in which the characters are all cast 
in the same mould, uninformed by realistic qualities. The 
first of these introduces a hero well beloved by those of Cum- 
berland’s kin, the slightly rakish youth w'ith a benevolent 
heart. This gentleman is presented to us as attempting 
to seduce Louisa Dudley, but, after a series of conflicting 
purposes and e.xciting scenes, he marries, her, to find that 
she is by way of being an heiress. The situations are not 
unskilfully woven together, but it is perfectly plain to 
even the most ignorant reader that the whole plot of the 
work is impossible and that the characters act and speak 
as no living characters would have done. X&JSLiitza-exhibits 
much the same features. No one of sense will here quarrel 
with Cumberland’s aim, which is sympathetic and humane, 
but impossible goodness and artificiality mar the whole. 

Kelly and Cumberland, as we have seen, by no means 
stood alone, and other writers perhaps succeeded in writing 
better, if less popular, plays than any of theirs. Thus as 
early as 1748 E dward Moo re produced an excellently 
planned comedy in The”F 6 mi Sling, a work designed to 
“steal the pitying Tear from JtseauTy’s Eye” and dealing 
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with a theme (that of unknown parentage) beloved by the 
sentimentalists from the time of Steele’s The Conscious 
Lovers to that of Cumberland’s The West Indian. A son 
sympathetically searching for his father, or a maiden cast 
parentless upon the world, was sure to call forth that 
pitying tear in the eighteenth century, even although it 
can only provoke an incredulous smile in our own. So, 
too, at a slightly later date Thom as^JHolcrjQit. ably carried 
on the tradition. His best-known play, long a stock piece 
on the stage, was The Road Jo Ruin- (1792), but his 
revolutionary and sentimental proclivities are enshrined in 
well over a score of dramas. In this ‘comedy’ we are 
introduced to a hero in Harry Dornton, who has ruined 
himself by gambling. Riotous as he is, however, he has a 
feeling heart, and is cast into despair when he hears that 
his follies are about to bring ruin on his father. In order 
to expiate his crimes he proposes to marry Mrs Warren, a 
rich old widow. In the end, of course, all comes right, 
with due rewards and punishments. Here again we are 
introduced to the benevolent libertine, and the revolutionary 
note which Holcroft would dearly have loved to weave into 
the play is well brought out in the prologue. The actor who 
enters to introduce the comedy pretends that the author’s 
original verses have been lost, and proposes to extemporize : 

The author had mounted on the stilts of oratory and elocution : 

Not but he had a smart touch or t^vo, about Poland, France, and 
the — ^the revolution; 

Telling us that Frenchmen, and Polishmen, and every man is our 
brother : 

And that all men, ay, even poor negro men, have a right to be 

. free ; one as well as another ! 

Freedom at length, said he, like a torrent is spreading and swell- 
ing, 

To sweep away pride and reach the most miserable dwelling: 

To ease, happiness, art. science, wit, and genius to give birth ; 

Ay, to fertilize a world, and renovate old earth ! 

By Holcroft ’s time, of course, the Con tine ntal influence 

hadLr.eached Jts_ height. Probably hi s are the tran slations 
from Brandes and from Bouilly, entitled respectively The 
German HoTSrjifg 6 )and Deaf ajid Diimb, or, The Orphan 
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Protected (1801). In -tile first- we are treated to a thor- 
» ughly_nielodramatic stor}*, with a villainous Baron Thorck, 
a sympathetic Dorville., and a distressed heroine. The 
second is even more serious in tone. The scene is laid in 
France. In Paris the evil Darlemont has purposely lost 
the child Count Julio. The latter is befriended by the 
good old Abbe de TBpee, -who brings him to Toulouse. 
Tlicre they tell the story to Franval, sister of Mariamne, 
whom St Aimes, Darlemont’s son, loves. The truth be- 
comes apparent, and Darlemont dies, leaving happiness to 
the true of heart. 

(ii) The Older Tradition in Goldsmith and Sheridan 

It is evid c.ntJacxeu.that~CQmedAL.dias-.d&DaxtedLJa]C-ixom 
its originaL Jboxna— I n place of laughte r, - tears.; in place ! 
of intri^e. m elodramatic— and..>dlstressing..,sttuations.:-ln ( 
p lace o f rogues and g all ants and wit t y damse lsT p atheti c 
heroines - a nd serio .usJ[ovjers.^nd-hQnest-.ser.V2intSss^his, is-; 
what we discover in the tjTiical sentimental drama of thel 
late eighteenth century. We are in the worl d of the . 
dtojne, not of comedy ; in the rga lm _of the emptlons, .nqi j 
. of 'the, jntell e^. It must jnot be supposed, of course, that/ 
sentimentalism completely dominated the age. - Fa rce still 
retain ed its ^ower, and t here were many attempts to 
a wake the museo f lang-htprT IVIany gaw thp tnlliPQ nf-Ttlp 
sentimental kind. Whitehea 3 gave expression satirically 
to a common thought when in A Trip to Scotland ( 1770) he 
makes Sotherton declare that “the good company will 
perceive, that whatever effect the late run of sentimental 
comedies may have had upon their audiences, they have at 
least made the players men of honour”; and Cobb has a 
characteristic passage in The First Floor (1787) : 

Young Whimsey. Hey-day! what’s become of the exquisite 
luxuiy of a feeling mind in relieving distress? 

Furnish. It may do very well for people of fortune, but a 
tradesman [^ic] shou'd never indulge in luxury. 

Young Whimsey. Consider, generosity is part of the business 
of man. 

Furnish. And a d d losing trade it is — ^therefore it shan’t 

be a part of my business. 



BRITISH DRAMA 


290 

It is worthy of note that according to The Theatrical 
Dictionary this work met with “great applause.” 

Sheridan and Goldsmith were, of course, Jhe. leaders of 
t he an ti-sentimental^ jnovement. buV"thev'"liad been pre - 
c eded ])v m an y d ramatist a who .ke .pU:o^the^olde.r..~paths. 
Samuel Foote , a prolific writer of the third quarter of the 
century, thus, poured fort h a- series .of. more or less farcic al 
pieces packed with personal satire.- The Knights (1749) is 
of this type, as is The Orators (1762); less of satire but 
more of farcical wit appear in The Minor ( 1760) and in, The 
Maid of Bath (1771), althougli* the former contains a direct 
attack upon the Methodists, and the latter introduces a 
portrait of Miss Linley, later to be the wife of Richard 
Brinsley Sheridan. Foote’s work was varied in style, 
but in all his plays the same qualities of satire and farcical 
•wit appear. We cannot accord to them the title of true 
’.comedies, but in them is preserved something of the older 
style of comic composition. 

Various other dramatists supplied the theatre w.th similar 
fare during Foote’s lifetime. ' Georg e,. (Dolman, generally 
known as ‘the Elder’ to distinguish him from his son, 
George Colman the Younger, was one of the most vigorous 
of those who supported the cause of laughter and opposed 
sentimental pity.V-Fo//y Honeycomhe (1760) is a clever 
satire of contemporary follies, and, as has often been pointed 
out, anticipates not only in general style but in definite 
phrases Sheridan’s more polished satire in The Rivals. 
Colman’s opposition to the sentimental vein is seen clearly 
enough in his selection of Tom Jones for the theme of his 
next work, The Jealous Wife (1761). This comedy is 
strictly in tlie style of the Restoration masters, although 
there is not in it the sparkling wit or delicate touch of 
the Congreve pen. Nevertheless, the dialogue is capably 
written, and Colman deserves unstinted praise for ^ his 
able treatment of his subject-matter. Lord Ogleb y ^' in 
The Clandestine Marriage (1766) is another echo*of Resto- 
ration days. Fops in Colman’s time had not been common, 
and if they appeared occasionally they were vapid and 
uninteresting. Lord ..Qgleby, however, is in the best style 
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of, the older .comedy, and tlie presentation of his character 
veil qualified Colman for a place among the true masters 
of comic portraiture. More numerous touches of a senti- 
mental character appear in. Arthur IMurphy’s plays, but his 
tivo comedies The IFay to Keep Him (17C0) and All in the 
Wrong (1761) re:ain something of . true comic atmosphere, 
and many of his lighter pieces belong to the farcical and 
satiric strain. Later, too, Mrs Hannah Cowley,' author of 
nearly a score of comedies, farces, and tragedies, strove to 
keep alive the earlier spirit. A Bold Stroke for a Husband 
(17S3J is probably her best-known pla}^ but A School for 
Greybeards (17S6) and The To-uni Before Von (1794) per- 
haps possesses more of the true zns couiica. The second of 
these plays belongs to the Spanish intrigue school and goes 
back for inspiration to hirs Behn and Mrs Centlivre. Slight 
as the vulgarit}' of this piece seems when compared with 
the comedies of Mrs Cow’ley’s predecessors, it was nearly 
damned for its indecency and only w'on through because - 
of its verve. The plot is a hackneyed one in tvhich Don 
Caspar is destined to marrj' Antonia, who in her turn loves 
the banished Don Henry. The lover, by disguising himself, 
manages to insinuate himself into Don Caspar’s house. 

A sub-plot deals with the gay Seraphnia, wife of Don Alexis, 
who accepts the attentions of Octavio in order that her step- 
daughter Viola may escape with her lover, Don Sebastian. 

These comedies, -which are merely a few chosen out of a 
vast number of similar pieces, show well that even the force 
of revolutionar}- French sentimentalism could not com- 
pletely banish true laughter from the stage. Nearly all of 
these have been long forgotten because of Coldsmith’s and 
Sheridan’s greatness, but many deserve to be remembered 
for their o%vn intrinsic merits, and some of them gave 
suggestions to those tw'O writers for their more famous 
works. Oliver Coldsmith first took up the_ cudgels agains t 
t he sentimen tairy~ genfeer*comedv in 1750 . when he him- 
s^t w'as thirtv-one years of age., in his essay on Th e 
P resent S fnt^ pf Pglitp and a decade later, in 

1768, dared to bring forward, his comedy The Good Natiir’d 
. ilfflji-.as an attack upon the style of Kelly, Cumberland, 
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and their kin. The audience realized fully the cleverness of 
the work, although their tastes were too hardened to permit 
them to accept without . protest the ‘low’ scenes which 
Goldsmith had introduced into his play. Reading the play 
now, we may perhaps fail to discern wherein exactly Gold- 
smith departed from the sentimental camp. The concluding 
lines seem cast entirely in the spirit of the Cumberland 
style : 

Honcywood. Heavens! how can I have deserved all this? 
How express my happiness, my gratitude ! A moment, like this, 
overpays an age of apprehension. 

Croaker. Well, now I see content in every face; but Heaven 
send we be all better this day three months. 

Sir William. Henceforth, nephew, learn to respect yourself. 
He who seeks only for applause from without, has all his happi- 
ness in another’s keeping. 

Honcywood. Yes, Sir, I now too plainly perceive my errors. 
My vanity, in attempting to please all, by fearing to offend any. 
My meanness in approving folly, lest fools should disapprove. 

. Henceforth, therefore, it shall be my study to reserve my pity 
for real distress ; my friendship for true merit, and my love for 
her, who first taught me what it is to be happy. 

Certainly this shows that Goldsmith had not complete^ 
thrown over the shackles of the style he condemned, and 
similar passages may be found scattered throughout the 
pla)^ It is when we come to the b ailiff scenes in the third 
act that we begin to see Goldsmith’s sly s"afife’6r'the genteel 
style. Says the minion of the law : 

Looky, Sir, I have arrested as good men as you in my time: 
no disparagement of you neither. Men that would go forty 
guineas on a game of cribbage. I challenge the town to shew a 
man in more genteeler practice than myself. ... I love to see a 
gentleman with a tender heart. I don't know, but I think I have 
a tender heart myself. If all that I have lost by my' heart was 
put together, it would make a — ^but no matter for that. . . . Hu- 
manity, Sir, is .a jewel. It’s better than gold. I love humanity. 
People may say, that we,' in our way, have no humanity ; but I’ll 
shew you my humanity this moment. There’s my follower here, 
little Flanigan, with a wife and four children, a guinea or two 
■ would be more to him, than twice as much to another. Now, as 
I can’t shew him any humanity myself, I must beg leave you’ll' 
; do it for me. . . . Sir, you’re a gentleman. I see you know what 
; to do with your mon^. 
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It is small wonder tliat an eighteenth-century audience 
vliich prided itself in its gentility and in its humane senti- 
ments should have objected to this caricature of its dearest 
qualities. 

The Good-natured Man, however, is not really a great 
play. There are many weaknesses in the plot, much of 
tlie dialogue is stilted, and there are scenes wherein the 
author showed that he had not grasped full}' the require- 
nients of the stage. All these deficiencies are remedied 
in his greater work She Stoops to Conquer, or The Mistakes 
of j Kighi fi773). ''Tfiis'cdme 3 y 7 of richly deserved fame, 
betrays a r>cgt 3 iar-fusion-of- force s. It is not a true comedy 
of manne rs, 3'el it clearl}' owes part of its inspiration to 
tltat school of which Farquhar was one of the last true 
representatives. In at mosphere it approaches more closely 
to Shakespeare' s romantic comedy , which, it may be noted, 
after about 1735, had rapidly come into an esteem which 
it had not enjoyed since the early seventeenth century. 
There breathes over the , play an atmosphere of-, roma ntic 
sentiment — not the sentimentalism of Goldsmith ’s con- 
temp V.rarjes. bnt a peculiar union of intellect and emotio n' 
which colours the figures and words of Hardcastle and- of 
Tony Lumpkin and of Diggory alike. This humour' G old- 
smith unquestionably owes to his Irish parentage and 
upbringing. There is the sly smil e, the concealed the 
emotjpnal a nd sincere kindness w hich marks out the comedies 
of Shakespeare as well as the lesser works of many nine- 
teenth-century Scots and Irish novelists. Tony Lumpkin 
himself is of the kin of Falstaff. He is a .fool and yet a 
w'it; his follies make us laugh at him, but his clever tricks 
cause him to be the source of laughter in other men. EoJCj 

\\:as-revi.ved.— ~ 

Entirely different in ch ara cter and in aim, save for 
a , . common ob jection— to. the sentimental style. J^Lichaf fl 
Brin slejiMS heridan continnpd GnldsmitVs work . His plays 
date from 1775, the year which saw the production of The 
Rivals, to the end of the eighteenth century, when his 
adaptation of Kotzebue’s drama Pisarro won him enormous 
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popularity. Within those years Sheridan’s activity was 
constant. The ballad-opera entitled The Duenna (1775) 
has already been noted above, but this takes second place 
to The School for Scandal (lyyy), The Critic; or A Tragedy 
Rehearsed (1779; printed 1781), and even A. Trip to Scar- 
borough (1777; printed 1781). None of these in any way 
^resembles Goldsmith’s plays. The Rivals presents^ n ot-an 
I ‘sdmi.:}diiu:e.~Qf _S.bake^ humour with features of t^ 

\ ^^^ool of manners. ^ 3Ut_t he very atmosphere of Congreve 
Vmpiififid~J3y^e3cag.g^iated^umQur:s-.i3LJlie-J.Qnsojiia n typ e. 
The names of tlie characters are mostly of the humours 
sort — Sir Lucius O’Trigger, Sir Anthony Absolute, and 
Lydia Languish ma)'- be taken as examples — ^and the 
exaggeration of special traits is well shown in the notorious 
Mrs. Malaprop. Injthe main this comedy presents a direct 
- ■ ehallenge to the sentimentalists, altho ugh in the Julia 
‘ and Faulkland portions ‘ there are evident features of the 
Cumberland style. ' - Lydia’s love of a romantic elopement, 
however, and her fantastic notions of a lover’s duties are 
clearly modelled as satires on the yet popular style. The 
Rf gq/j,._as_a -ivJideJs..a-5Qme.wliaLjdisappQinting pla.v_ Some 
scenes in it are so excellent that we notice all the more clearly 
the weaknesses in the whole plan. Sentimental motive s 
'' clash— with elements taken from the Congreve schoj jl ; 

' TpnsoniarL exagg eration con flicts heavily _witlLj3ie...pla-y^f 
/yit:,and— fancy. A bout the whol e play, too, breathes an 
gtmosphere of farc e ^nd-.alth ougli.-.theiOslsc)nietlim£.af 
ii'^ every great comedy this lower strain tends to W -eaken 
t he general effect _of_Sheridan^VQplc. 

T he_Scho o]^ia}iS.cand ol.^is a more homogeneous w ork-nf 
arjt.’-^' Nothing truly disturbs the c onstant glitter of it s 
wit, a nd the situations are neve r exaggerated or bizar re; 
rather do they"ltahH""fbrward as among the most perfect 
in the English theatre. No single scene possibly has won 
so much fame as the screen episode in Act IV of this play. 
Again there is satire of the sentimental strain in the person 
of Joseph Surface, but this direct satire is subordinated to 
the expression of free wit which irradiates all the characters. 
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Goldsmith’s cotn ed^g. , no ,, effort . t o_sejzj;_jipoj:i.^ie.Jimef r 
mo^^mellts no introduction of Jki ndlL- 1 
nes ^or emotion: all is crystal c lear..2nd.thatAvliidLi.umishes i 
tVs~ hiniibuf_ .o f . t )} p p y Jj;, as in the comedies of Etherege 
and Congreve, not the , trait s . of ma nkinfJ^hiit_< heir sorjail: 
maimers.^ 

'~ ^Vitli The School fpr ■*i'r/u idgZ-\VE_reach_t-he-Giilminatien 
of.Jh e anti-sen timeatal-mG\^ment. This, as it were, was 
the last word of the Augustan writers, for sentimentalism 
is, in its o'VAm way, the forerunner of romance. Kelly and 
Cumberland passed away, but out of their supersensitive 
style arose the deeper humanitarianism of the revolutionary 
and romantic periods. The poets of the nineteenth century, 
full of heroic ardours and serious ideals, were not given to 
laughter, and the corned}’' of manners for nearly a century 
vanished from the world of creative drama. 



CHAPTER V 

THE DOMESTIC TRAGEDY 

W ITH the treatment of Goldsmith and Sheridan 
we have passed into the camp of the anti-senti- 
mentalists. It will now be necessary to return 
to the beginning of the eighteenth century and the rise of 
the sentimental school in order to trace a dramatic develop- 
ment intimately connected with that school, which ulti- 
mately produced the dramatic form known as the domestic 
tragedy. 

Domestic tragedy, as we have seen, had been known in 
the early seventeenth centur\% producing then a distinguished 
masterpiece in Heywood’s A IVoiiian Killed with Kindness; 
but in the progress of romantic tragi-comedy and of the 
heroic drama this domestic note ceased to be remembered. 
Playwrights passed to the East for inspiration, and could 
see no sorrows but those of kings and princely heroes. 
The pathetic movement, howeven marked in the plays of 
Banks and 0’twa}^pojntedJp_a„reactip;i,fromJhis„styJe., In 
Tfic Orphan the characters are aristocratic, but not royal; 
in Banks’ plays the heroes and heroines are taken from 
English history. Thomas Southerne was bold enough to 
make the central figure of his Oroonoko (1696) an ill-used 
native chief. It is hard to call forth pity for impossible 
Oriental heroes, and the dramatists saw that in order to 
achieve their purpose they would have to deal with themes 
nearer home. Tentatively they began, as has been seen, 
to treat of English history and of heroes under the rank. of 
princes and emperors. This attempt to deal with humbler 
themes brought with it a cj3ange.jDf_.style. In the first 
place, in order to bring the dialogue more into harmon)’’ 
with the subject all the inflated , language inherited from 
the heroic school began to disappear. The conversation 
became more ordinary, and the blank verse struggled to 
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emancipate itself into prose. Secondly, with the loss of 
royal dignity the playwrights endeavoured to throw into 
rheir dramas an additional air of terror and awe, and, in 
doing so, they captured again something of that_gpArit,pf 
fate which is associated with the names of /Eschy lu s and 
Shakes peare , Actions in these plays were dependent not 
merely upon die motives of the characters, but upon the 
workings of some unseen and tremendous cosmic force. 

In the eighteenth centur}' itself the first examj^^-dl this 
type of ‘fatal’ drama was The Rival Brother.^ , a 
tragedy based on The Orphan; the first example of a 
serious play with wholl}' middle-class English characters 
follov.’cd a few years later in Aaron Hill’s The Fatal Ex- 
tra: ana r.rc (1721), a work which returns for inspiration to 
ti'.e pseudo-Shakespearian Yorkshire Tragedy. These plays, 
and others of^i similar nature, laid the basis for the ^pear- 
ance of ‘‘George Lillols The London Mcrchant\^r The 
History of George Barnwell (1731), a play which fluttered 
all London society when it was first produced and remained 
a stock piece for many years. Th e influe nce of the._se.nti- 
mental sty le is._clearlv_jdsiMe. in this work. The aim is 
definitely moral, and serious reflections, often wholly 
undramatic, appear in almost every scene as they do in 
the comedies of Kelly and of Cumberland. Notwith- 
standin tLJhis.H.<illQls^ende.a:^iPur-jma rks the beginning of a 
new e r a.,.nf r^ lJ-ag i r-nrt3m t y_in . Eng lajjl Here at last" was 
found one daring enough to make the hero of a tragedy a 
mere apprentice; here was one who succeeded in calling 
forth from the breasts of fashionable spectators tears for 
an ordinar}' middle-class family. Hardly anyone at the 
time failed to realize its power. Men of letters praised it. 
Royalty perused it in palace boudoir. .Spectators flocked 
again and again to see it on the stage. Foreign dramatists, 
seeing the possibilities of the type, hastened to adapt it 
and pen other imitations of its style. Unassuming as it 
appeared to be. T he London Merch ant marked the downfall ^ 
of the classical trag^y, drove outworn- tfiemes~Trom”f h^i 
s tage. ^ and-established the basis of the moderiTtl^atre . ? 

This work Lillo followed with Fato? Curiosit yj a finely 
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written tragedy which deals with an ordinary peasant 
couple led b}” poverty to commit a terrible crime. The plot 
is simple but effective, and the at mosphere of fate which 
Lillo has succeeded in casting into his ' play “ pfoWs his 
true flair for the theatre. Like The London Merchant^ 
Fatal Curiosity was translated into several languages, and 
the story gave inspiration in our own time to the youthful 
Rupert Brooke for his Lithuania. 

By the time wlien Fatal Curiosity was produced the 
eighteenth-century audiences had become well accustomed 
to the novel form of drama which had grown up among 
them, although the supersensitiveness of sentimentalism 
would not permit them to witness anything savouring of 
‘lowness.’ They did not call George Barnwell ‘low,’ but 
they decided that the Mrs Lupine scenes in Charles John- 
son’s Ccclia (1732) had that qualit)^ and accordingly damned 
the tragedy. Witnessing the success of Lillo, other drama- 
tists attempted to pen plays of a similar character. Thus 
John Hewitt came forward with his Fatal Falsehood: or 
Distress’d Innocence (1734) and Thomas Cooke with his 
peculiarly named play The Mournful Nuptials, or Love 
the Cure of all Woes (printed 1739; acted as Love the Cause 
and Cure of Grief, or The Innocent Murderer, 1743), but 
these are not great plays. In each are some sparks of 
genius, but the dialogue in both is dull, and the characters, 
albeit more interestingly delineated than the characters 
of pseudo-classic tragedy, lack vitality. one author, 

indeed, rises to true heights in this st}d^: That author 
is E(^v^.dJMoore, who in The Ga meste^{i'/^'^) produced 
an .affecting ancT'effective domestic tragedy. The story is 
one of unrelieved misery. Beverley, the hero, rushes into 
financial ruin through his inordinate passion for gambling. 
Reduced to his last few coppers, he takes his wife’s jewels, 
and, playing recklessly, loses them. In the meantime, 
Lewson, the lover of Beverley’s sister Charlotte, discovers 
the evil machinations of the hero’s pretended friend- Stukely. 
The latter, realizing that his ■ exposure is imminent, in- 
structs his tool Bates to murder the lover; he is assumed 
to be dead, and the blame is cast on Beverley, who. in his 
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misery takes poison and dies after hearing that a large sum ' 
0: money has been left to him. The only gleam of sunshine 
comes from the discovery that Lewson is still alive and 
will probably be united to his beloved Charlotte. Moore’s 
triumph rests in his grimly concentrated effect. Save for 
the slightl}* developed love between Lewson and Charlotte, 
hardl}- anything extraneous is permitted to intrude into 
the play. -A daxk-alc-hrQQds-Q3L -.er-th e whole, an d the weigh t 
o: trairic in tensit y raises The Gamester to a level with the 

Tr may appear strange that with this rapid development 
o' middle-class drama in the middle of the eighteenth 
century the t}-pe should not have been favoured by other 
dramatists in the later decades of the century or in the 
romantic period proper. Several tendencies, however, 
operated against its success. In the first place, SLenti- 
me ntalism inclined toward^h e..,d/a2?ne-Jather-J,ha.n~.tragedjt, 

A genteel audience felt. so pleased with itself when after 
indulging in its best of pitying tears it found the sinner 
reclaimed and the distressed maiden saved, sympathy 
rewarded and evil exposed, that the dramatists were loth 
to destroy their pretty taste. Accordingly The Road to 
Riihi took the place of The Gamester. Secondly, tJtj.e4K»3ier 
of appreciating tragic in tepsitac..jiL- p urpose was rapidly 
b.eing:_IoiXv„ The heroic drama, the pseudo-classic and the 
pathetic tragedy, had b)"^ degrees weakened the appreciation 
of the spectators. ^ShojjLJaocLopera, had brought them to 
desire their tragedies to be dizened out with ample scenic 
decorations and vitiated with music. Even in Macbeth 
they preferred the witches to be three pretty chorus girls 
rather than the weird hags that Shakespeare imagined. 
Thirdly, tbe_r/)mantic^oets, who might have done some- 
thing for this style, we re nearly all wrapt up in their idealist ic 
vi sions of Ita ly an d the East. They looked with contempt 
upon the squaliH'TTuihs and vapid suburbs of London, and 
preferred to..write of. Spanish castles,- of ruined Italian 
abbeys, of Oriental adventurings. Never could they 
restrain themselves to come down to the world of ordinary 
life, to feel ordinary sorrows and appreciate ordinary joys. 
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to thrill the hearts of their readers not by the glorious 
rhapsody of inspired imagination, but by simple touches 
requiring no less genius and skill. After its rapid rise in 
the eighteenth century the bourgeois drama in England 
died. It was left to French and German playwrights _tp 
bring the form to perfection and reintroduce it once more 
on the London stage. 



PART Vi 


DRAJ'IA IN THE EARLY NINETEENTH 
CENTURY 

CHAPTER I 


THE MAIN TENDENCIES OF THE TIME 

FTER the appearance of Sheridan and Goldsmith 
the drama rapid ly decayed. For this several rea- 
X JL sons may be brought forward, each of which must 
iie considered in relation to the others. Chief in importance, 
tuKiuestionably, is that which concerns the s ize ..■O.f-^ tbe 
playhouses.. In 1787 the Theatre Royal in Covent Garden 
was. gjla rged. and five years later it was rebuilt; Drury 
Lane about the same time witnessed a similar transfor- 
mation. The results were as might have been expected. 
The profits of those in charge of the theatres were some- 
times much larger than before, because of the increased 
seating accommodation, but the distance of the stage from 
the pit and galleries rendered subtle actin g imp ossible and 
forced the performers to indulge iij.‘y 3.nLa nd, bombas t. It 
is not mere fancy to argue this as one of the main causes 
of dramatic decay. Contemporaries were unanimous in 
declaiming against these lofty structures. Mrs Siddon s her- 
self, we are told, made h er infl e ctions c oarser and roughpf : 
the flas h of re partee.jft'.as.impossible : th e tender whisp er or 
the excite d_aside_Avere rendered ridiculous by the necessity 
which lay upon th e actor to shout, i^f his words were to carry 
to the topmost galleries. Scott and Joanna Baillie, with 
many others, proclaimed, in tlie words of the latter, that “the 
largeness of our two regular theatres, so unfavourable for 
hearing clearly, has x hanged Jn-aJ.gceat-measur e._the cha r- 
acter o f piecgs exhibited with in , their.,. w alls-” It is clear that 
in_ these theatres anything approachirig the comedy , of mam 
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nepa-would have been impossible, t liat subtle tragedy w ould 
have failed to appeal, that only the roughest "an d "rudest 
effects could be _e niRlQ:asd, Hence the rise and popularity 
of the spectacular plav. - Never before had scenic artists 
and machi nists had _50.-much-to. ^do^ All kinds of gorg eous 
tableaux were arranged. The words of the drama mattered 
little so long as the plot was crudely indicated and plenty 
of opportunity given to the manager to devise attractiv e 
scenes and ensembles. So, .too, the power of. music in- 
creased. Choruses w hich filled with sound the huge 
spaces of the theatres made great appeal, and , melodrama 
with its songs, its stereotyped characters, its boldly de- 
lineated plot, became the form of dramatic literature par 
excellence. 

It was probably the size of these theatres which served 
to intensify the evils of the audience. vSociet v was libertin e 
and,,., vulgar, and the upper-class people set a tone in the 
playhouses which was aped by the more dissolute among 
the bourgeoisie. From contemporaries we learn of the 
number of prostitutes who thronged the foyers, of the 
language heard on all sides, of the drunkenness and the 
countless assignations made in the theatres, of the coarse 
rioting, Boaden in his Life of Kemble (1825) tells a char- 
acteristic story. Coriolaims was being performed one 
November evening in the year 1806, Mrs Siddons herself 
playing the part of Volumnia. “When,” says the author, 
“Mrs Siddons was supplicating as Volumnia, the conqueror, 
her son, to spare his country; when every eye should have 
been riveted to the scene, every ear burning with the pure 
flame of patriot vehemence — ^at such a moment an apple 
was thrown upon the stage, and fell between Mrs Siddons 
and Mr Kemble.” Kemble naturally protested vigorously 
and received a verbal reply “that this apple was thrown at 
some of the disorderly females in the boxes.” Debauchery , ' 
■ :^shipnable„ jdge„.eyils, of_ all kinds centred in these house s 
of amusement, and the sa ner, sobe rer peopl e wh o might 
have..,aided--towar4-the~elaboi^a.tipn,jD,f„.a„finer_drama,j5Kg£e 
f orced to keep them ^elyes a part. 

The size of the theatres, the prevailing show and spectacle 
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de manded and supplied, and the class of spectators who 
frequented them naturaily led-^any^en_wM^miglU;_ 
devoted their g enius,.tO-.the..'dr.ama-to,-turn to other forms 
of liter ature^ Of what use was it to pen plays, to work out 
with the sweat of the brow some soul-consuming tragedy, 
when the manager, superciliously superior, condemned it 
as not affording sufficient opportunities for the exercise 
of the stage-carpenter’s craft? In point of fact, we find 
in this period an ever-widening gulf between the men of 
letters and the theatre. Nearly every p pe.t ..^of the time 
attempted to create something in . the medium of drama, 
but nearly all were repulsed. The consequence was that 
when some writer of genius decided to pen a_pj^ he did 
so for the _reading-public — not because he would not have 
liked to make money out of a theatrical production, but 
simply because he knew that there could be no hope for 
him in the playhouse. Nev.e r„b.e.fQ.re_w ere ther e_p.ublished 
s.o_ many unacted _plays. In the eighteenth century we find 
the booksellers issuing political pamphlets in dramatic form, 
but the number of unacted regular comedies and tragedies 
is comparatively small. In the early nineteenth century 
every year brought forth its regular series of miact^d 
poetic glays. This se p_ar.a.tion„oi_the poets from the stage 
l eg fo ' an intensification of the evils already noted. Jt^ 
diyQX!:ed..,the^&n.~of^enius.Trom-the. .the atre ; it prevented 
them from learning their trade where alone it could be 
learned — in the playhouse itself. As a result their plays 
betray a J ack.^ofJcnow ledge of stag e requjrements e ven be- 
yond their not always sincere declaration that these works ■ 
Avere intended only for reading. On the other hand, they 
left in the service of the theatre only a group of mediocre 
authors^ servile enough to write according to the dictates 
of a manager himself under the domination of the public." 
The stag e, cut off . fro m the world of literature, gradually 
gr ew worse as t he years progressed , dege nerating rapidly 
i n style and character-delineation. 

It may be noted here that perhaps too much can be 
made of the__prevailing lyrical note of the early nineteenth 
century. It is assuredly true that all the poets of this 
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time have expressed themselves most perfectly through 
the medium of lyrical verse, and equally true that the 
qualities necessary for the production of good lyrical poetry 
are not by any means such as will produce good drama. 
At the same time, two points must be noted. The Eliza- 
bethan age itself was distinguished as an age of song as 
well as an age of dramatic creativeness; Shakespeare 
could express himself not only in Othello and The Tempest, 
but also in his sonnets and his songs. Moreover, all these 
romantic poets of the nineteenth century attempted the 
dramatic form — attempted it, too, in spite of the rebuffs 
they received from the managers. From Wordsworth, 
Coleridge, and Scott to Tennyson and Browning we find 
this is true; and we may legitimately argue that, had 
t hese .pp ets_been^given.,the„opportunitv of. .prod ucing their 
works upon the stegc. their genius^might have seemed t o-da y 
lesrjl3Tij^ C.t'h an it is.^_ They would haye_ learne.d _f rom 
the „the,atte-,thp_deljneatipji,jqi_chara^^ ; they would have 
studied theatricaL,.dialQgye; they wAuld..,p.ot...have„be^n 
‘ were '\yithin_their..,owji..imaginations. 

Still another tiling held them back, and herein they them- 
selves were to blame. Perh aps,Jia.d..an.v _one of the m giygn 
to the theatre a form of drama tic literature entirely new , 
or a style ^grs fincn v”¥u^^^^ to ._CQntemP.P.rar y conditions , 
he would h ave h ad a hearing. As it was, all of them kept 
to the old paths, arid to these paths they were kept by 
the c ritic s,... What might have spurred the poets to fresh 
'efiforts would have been a criticism which devoted itself to 
technicaL.details^ which studied form and plan an d tragic 
aim, ., the na,tprp_.of_theatrj.caC„di.a|pgup, and the jmanage- 
rnent.jQf.„plQt. This criticism, however, has come only in 
our own days. In the early nineteenth century Lamb’s 
Specimens, and jTple ridge’s^ Lectures on Shakespeare are 
characteristic of a general trend of critical judgment. The 
former does not consider plays as plays; he treats them 
as collections of poetical passages, those passages being 
capable of detachment from the whole of which they form 
a part. But a drama is not a collection of poems; it is, 
or ought to be, an organic whole, the beauty of which is 
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destroyed as soon as a portion is removed from it, and the 
charm of whose individual component parts is unintelligible 
without reference to the others. Coleridge takes a different 
line of criticism. He is interested in metaphysical dis- 
quisitions; he loves to probe into the psychology of Shake- 
speare’s heroes ; but no m ore than JL^mh^.oes he deal 
with the plays as works o f dramatic a r,t. For all that he 
says about them, they might as well have been novels. 
Nowhere does he atlemot to show exactly how Shake- 
speare sul^rdinated hi s materia l to , t he, e xigencies of t hej 
th^tr e" 1 wIierei.nJhe^how.ed-himsellJheL.Er£atest...dramatic 
g enius of . a ll t ime. ^ Such criticism as this -was more than 
fatal for men who needed the spur of reality and the bridle 


of hard technical training to fit them for the task they 
essayed. 

Perhaps other causes maj' be adduced, but all others 
must be subordinate to these. We may say, for example, 
that the strict exercise of the censorship in an age when 
most young poets were revolutionaries was bound to 
influence the production of plays, and certainly the office 
of the censor must be accorded its place among the minor 
contributory causes of dramatic decline. On the other 
hand, this cannot have been one of the principal reasons; 
it merely formed another drop in the mass of water thrown 
upon the dramatic fire. So, too, we may say that a new 
r eading p ublic had arisen, that the theatre had lost its 
former appeal, that men and women preferred novels _J:o 
plays. This, again, is certainly true, but are the play- 
houses empty to-day during a period of unprecedented fic- 
tional activity? Never, say the publishers, have so many 
novels been printed as now; yet men still love to go to 
the theatre to witness comedy or tragedy, farce or revue. 
No other form of literature can quite take the place of the 
drama; and even Scott’s novels, popular as they were, 
could not have withheld men from the playhouses. 

Drama, then, from 1790 onward is seen to divide itself 
sharply into acted and unacted plays, the former becoming , 
wit hta»j:be_passa ge of the years, more and more trivial, the 
latter more and more divorced from theatrical needs’ On 
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both, however, operated the same forces. German romance 
charmed Scott and Shelley as well as the most negligible 
of dramatists; medievalism' affected both; and sentimen- 
talism, now in the guise of mawkish prudery, now in* that 
of rich humanitarianism, dominated both. The two forms, 
therefore, do not lie so far apart as may appear at first 
sight. 



CHAPTER II 

ROMANTIC SPECTACLE PLAYS AND TRAGEDIES 
Tragedy 

K H AHE realm of true tragedy in the late years of the 
I eighteenth century and the first decades of the nine- 
JL teenth century showed a miserabl e.P.au.cit^oijtra$^c 
endeavour. . The classical nibveme nt-^still_Jield_Jts_DSYP 
agmrjstjtheJEorces-of-romance^ut-feebIy~ajid«.wjtli_coiistajt 
la pses^ in t o confli cting;-StvJes. John Delap, who started his 
c*areer with Hecuba in 1761 (printed’iyfia) and ended it 
with Abdalla m 1803, was one of its most fervent sup- 
porters. His first play , taken from Euripides, is^^dqll, 
declamatory work of the earlier Aug ustan-Style ^ and formed 
a fitting preru'de‘‘to“"iiIs series of equally declamatory and 
only less dull plays. Nothing could be hoped for from 
such as he. Stranger is it tha t Mrs Cowley, who se-Avitt^*^ 
comedies have been noted above, should haW a^pted thi s 
s tyle in tragedjV . Her Fate of Sparta or The Rival Kings 
appeared in 1788, but it . is dull beyond expression and 
failed to excite any particular interest. Other authors 
attempted the same type of tragic endeavour,’ but none 
with any signal success. Some few tried^to fuse a classica l 
spirit _wJth-.a_romantic^ut-.eKenL-the se Spailed to produc e 
anythingJ:hat.r.oseJ:o_th^Jey.els_pJLhig h trag edy. Of these 
romantically poetic playwrights Charles Robert Maturin 
won some contemporary fame with his Bertram (1816), 
produced by Kean at Ae solicitation of Lord Byron and 
countenanced by Scott. This play, as well as the showy 
Manuel .(1817 and Fredolfo . (i8ig) , is marked b y a kee n 
sense of word-beaut y, but the e xcessive sentimental ity and 
pathos introduced into every scene render all these works of 
minor dramatic importance.. So, too, failed Rich ard 
Lalor-^-She il ^who tried to capture the stage by storm, 
he aping excess upon excess in .wi ld confusion . Adelaide 
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(1816) is a typically scened Germanized pla}*^ which deals 
with the subject of the French Revolution, and TJie^ApjtstqJe. 
(1S16) is full of grandiloquent passages which occasionally 
rise to tragic heights, but whicli more often sink to bathos. 
Sheil’s tendencies arc shown in the fact that for his Evadne, 
or, The Statue (1S19) he went to Shirley for his plot. 
Sometimes this author conies as near as any of his contem- 
poraries to the securing of a truly dramatic note, yet none of 
his plays, with their admixture of Elizabethan, romantic, and 
poetic elements, can make any stir in our hearts to-day. 

Henri’; .Hart Milman is more restrained. ilis,Fg^o 
(1S15; acted I Si 8) was designed as an “attempt at reviving 
our old national drama with greater simplicity of plot,”, but 
it fails in its effort through its rather rambli ng blank ver^e 
and_Jts_,want-OjLJntensi.t.y,. The plot is a peculiar one, 
centring round the alchemist Fazio, in whose house Bartolo, 
an old miser, dies. The former seizes his bag of gold and 
then pretends he has found the philosophers' stone. In 
his newly won riches he pa^’S attention to the Marchesa 
Aldabella, and his wife, Bianca, in a fit of jealousy declares 
to the authorities that her husband ivas the murderer of 
Bartolo. He is hanged, and she dies of a broken heart. 
As is evident, the theme is hardly one fitted for genuine 
tragic treatment. Some of Milman's other plays, notably 
Belshaz::ar (1822) and Anne Boleyn (1826), contain excel- 
lent scenes, but none can be accorded the title of a great play. 
For the subject-matter of his (1S16) William Sotheby 
went to Russia. This is a poorly wrought drama of palace 
intrigue and of would-be philosophical sentiment — typical, 
in itsJack-OjLca-zOrdi nated im p ression , of so many tragedies 
of the time. More effective prbv^ the few tragedies of 
Mary Russell Mitford, Julian (1823), The Foscari (1826), 
and Rienzi (1828). All of these possess individuality and 
a few effective scenes, but again there is nothing new, 
nothing great, nothing strong. 

Two dramatists only in these years succeeded in drawing 
their works out of the general rut of mediocrity. The first 
of these was James Sherid^. Knowles, whose activities 
were centred mainly in the twenties and thirties of the 
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century. In some ways Knowles was an ordinary theatrical 
writer of the period,- his comedies and many of his more 
melodramatic pieces being but little removed above "the 
wild excesses of the spectacular romance so popular at 
the time. In four plays, howeve r.., he...DGunted_.the„wjLV. 
toward a restoration of po etic— drama. Cains Gracchus 
(1815; acted 1823), ]^rginuti^2>26) , William TettX^82^), 
and The Wifc^r’IaTale of Manhia (1833), all strike a 
stronger and more poetic note, showing features which place 
them high above the ordinary theatrical dramas of the period. 
They are c learly develope d and contain ^jtnsLJjitetestiiag 
chara ct ers^ K now leslJanguage. too, albeit lacking in poetic 
power, has something of _an^ Elizab e tha n ^ . ri ^^g- N’S chief 
defect lies in a lack qfj :on centrat ed. purpj)s.e. This is to be 
seen in may of Ins episodes, and is marked likewise in his 
dialogue. At one moment he will soar to the heights of 
Elizabethan richness, and at another fall to the most ordi- 
nary of commonplace sentiment. His plays con sequently 
lackJialanGe;^ 

The other writer of serious drama who rose above the 
usual standard was Edward—Bulwer-Lytton, later Lord 
Lytton, remembered now for his novels, but f^ous in his 
own time as the author of The Lady of £31071^^1838), one 
of the mo^ successful romantic dramas of the time, and of 
Richeli^ffor The Conspiracy (183^^ These, as well as Not 
as Bad as.zve Seem (1851), Money (1840), and WalpotSf^r 
Every man has his Price (1869), placed their author among 
the chief literary playwrights' of the age. It is undeniable 
that in his plays there are to be discovered many, features 
o f genuine wor th.^but at the same time all are marred by 
cheap sentimentalism and by the introduction of spectecular 
elements. Here again there was nothing fresh, nothing that 
c ould lead to a r evival of great dramatic activity . 

In surveying the field of early nineteenth-century tragedy 
we must confess that the few plays of this kind produced 
in the theatres were by far more truly poetical than any 
of the similar plays produced in. the eighteenth century. 
At the same time, none are truly great. The usually 
selected scenes, and the endeavour to devise plots of a novel 
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kind tinge them all with a hue Q i_imD.r.Qb.abilit,v. Many are 
weakly planned or planned without due knowledge of the 
stage. Others veer toward the side of the dramatic spectacle 
and revel in ornate romantic incidents. Above all, there is 
in ever}^ on e a painful lack o f what we must style intensitv. 
We feel that there was no inner compulsion which drove 
the authors to write. Some, like Maturin, openly confessed 
the}’^ penned their works in the hope of making some money; 
others, less mercenary, thought that the theatre might 
bring them fame or notoriety.. Of no single drama can 
we say, “Here is a work the writing of which called forth 
the author’s whole strength and innermost being.” Even 
Lillo’s The London Merchant, poor as the language of that 
tragedy is, takes precedence of these in the early nineteenth 
century, because of its evident sincerity of purpose. 

(ii) Romantic Melodrama 

The most characteristic dramatic type of this period was, 
as has been noted, the dramatic romance, where jnp^ calls 
Avere made up on the dramatist t o indulge in psvchologica .1 
4elineatidn,!.^d-Avhere.„^owy.r.-effeptsjcaade.jip,jF.o£jack^oi 
finer lang uage. M-OSt-Iof., these dramatic romances were 
raelodrarnas,Jn the priginal sense of ^hat-word; the majority 
were dominated_bx-G!?XiT?an,exarnpje, and all freely em- 
ployed th e, language of artificial sentimentalism. During 
the last years of the eighteenth century jtlje,Jnfluenc^e^of 
France . sud denlv__di_sapp_eai:ed. and all eyes were turned 
to the genius of Northern Europe. For this there were 
several reasons. No,v,elt3[ , certainly, was in this chan ge 
of onentation. The Parisian theatre had been well ran- 
sacked, and here was virgin soil for the dramatic plunderers. 
Politicallj% too, Germany, was more desirable to deal with. 
The Germans were soon to become our allies; our ruling 
dynasty was German. France was now a republic, and. the 
excesses of the revolutionaries were turning almost all men 
against her. Above all, Germany had that to provide for 
which all Europe was craving, a dist i nctly individual-note 
in the theatre. Lessin^:^ had proved himself the only man 
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in Europe with a true idea of what the drama implied, and 
had alread)' made fresh essays in the domestic tra^ edv. 

'^' Goethe, had produced his Gots von Berlichingen, starting 
thereby a whole , school of medie vali sm.,, S chiller had 
written, in Die Rauber, one of the most distinctive of 
eighteenth-centur}’’ plays, and even to^' Kotzebue . condemned 
as he is to-day, may be given the credit of establishing in 
his M enschenliass und Rcnc, his Falsclte S chain and other 
similar works, a .more .pronounced form of drame than so 
far had been attempted. Small wonder was it, then, that 
the English dramatists turned to these men. and our only 
regret can be that they jdid not fol lo w more firm lvJLessingU 
and Schille ris— lead. From Germa ny,, ho wever, they took 
only external thinsfs. They seized upon Kotzebue’s sent i- 
mentalism rather th an on Schiller’s t ragic,.tone. They 
misunderstood their originals and made spectacular that 
which had possessed true elements of greatness. ? 

The earliest adaptation of a German work seems to 
have been Johnstone’s The Dis hande±JMcer (1786), a 
rendering of Lessing’s Aiimta von Barnhelm; within a few 
years of that date the London bookshops were literally 
full of translations and adaptations from Lessing, from 
Kotzebue, from Schiller, from Iffland, from Kratter, from 
Goethe, and even other lesser and now long-forgotten 
authors. From Germany, too, more adventurous writers 
passed to other lands, the first rendering f^r_om -the_DanLsh 
appearing in Wilson’s Poverty and Wealth (1799). 

Among these authors three distinct strains of feeling can 
be traced. The first of tliese is the sentimentalism marked 
in the works of Kotzebue, and, akin to that, the deeper 
humanitarianism of Goethe. The second is t he mediev al 
atmosphere-as expressed in the latter author’s Gots von 
Berlichingen, which was translated by Sir Walter Scott in 
1799. The third is the richer_dramatic force in Schiller’s 
dramas. It must be admitted that the majority of these 
translations were reading plays, never actually performed 
upon the stage, and that their influence was probably 
greater on the poetic closet drama of England than upon 
the theatre. At the same time, they aided in moulding 
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and forming all the dramatic literature of the early nine- 
teenth century. KotzelDjae laid his spell upon the English 
playwrights, and taught them how to express new p roble m s. 
Goethe aided in the develppmeut_.of„jrne_di eya^ and 
Scluller gave new t3;pes and , scenes., W hen we reach the 
tragedies of Byron we shall see how deeply he was influenced 
by Die Rauber and Die V erschworung des Fiesco zu Genua. 
The_Erench„xorrectness--and— the-— FrenGh— sent-imentalisnj 
ha d g one. Instead of extolling the beauties of the Gallic 
tongue, the translator of The Robbers (1792) could declare 
that “the French language in point of energy is far inferior 
to our own tongue, and very far beneath the force of the 
.German.” The whirligig of time had brought its revenges, 
and jGoth ic ism reigned in the world of poetry and dram a. 

These Gothic invaders who came to usurp the territory 
of neo-classicism found assistance both within and without. 
If German influence fully established the reign of the 
medieval play, native writers, long before the first trans- 
lations from Goethe, had called upon Ossian and other 
a ntique bards for inspiration . Dhig)'^ca^ms and mould er- 

popular even as far back 
as the seventeen-sixties and the seventeen-seventies. Thus 
John Home in The Fatal Discover y (1769) had early. juade 
Uje of M aep herson’s work, b ut the production must have been 
s^e what' amusing, if we are to judge of the account of its 
performance. “On the stage, we saw the youthful Rona n 
(acted by Barry) bounding with all the vigour and alacrity 
that age, gout, and rheumatism, usually inspire. The heroes 
of this truly Erse performance, 

Whe never yet had being. 

Or, being, viore no breeches, 

were invested in gold and p urple, while a Grj2.ciap_p^ace 
was..rildtT^ 'io'‘tlY£ m.ona^^ the rock. ” Such, however, 
was but a beginning, and soon the scene-painters were at 
work transforming their Grecian palaces into dilapidated 
chateaux and gloomy dungeons oozing with foul slime. 

In mentioning this Ossianic tragedy by Home, attention 
may be called to his slightly less romantic, but much finer 
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and more popular, Arzv az Douglas ( acted Edinburgh 1756, 
London 1757). This play, which takes for its subject- 
matter a semi-historical legend preserved in ballad form, 
although written in a style which shows how deeply the 
author .was influenced by contemporary pseudo-classic 
tragedy, yet breathes forth an atmosphere of mild romance 
i n its characters and in its sentiment s. Here we can see 
the beginnings of that movement which was to lead toward 
the literary revival which revolutionized the whole of 
English and of Continental literature at the end of the 
eighteenth centur)'. 

Whatever attempts were made in this direction in the 
earlier years found full support in the sentimentally romantic 
works translated in the last years of the century. Then 
came Matthew Gi^egory. Lewis, author of The Monk (1795), 
an excitingly gloomy novel, with his supernaturalism. 
Minister,^ an adaptation' from the German, was published 
in. 1797, and a year later appeared his most famous play, 
The Castle Shectre^ A .feudal baron, a. vicious monk, a 
noble hero, a valiant heroine, go to make up a drama of 
constant turmoil and thrilling situations. W^t.l.iJJ;jiV£j 3 aae,; 
moved from the realm of tragedy to that of the dr amatic- 
ipmance. } 

It is difficult, in going through the many adaptations 
from the German and the innumerable imitations in like 
style with which these years are filled, to determine exactly 
where the realm of tragedy ends and that of romantic 
drama begins. Pizarro (1799), Sheridan’s adaptation of 
Kotzebue’s original plan, is as spectacular as any serious 
play could well be, but it is designed as a regular tragedy 
and no doubt must be classed with the otlier tragedies of the 
time. Indeed, almost the whole of the dramatic activity 
of this age came to take on a colouring of the spectacular 
play. It is obvious that here lay nothing of paramount 
importance, and that a detailed examination of particular 
plays would be out of place in a work of this kind. The 
study, of the romantic drama is an interesting one, and of 
prime import if we are to appreciate aright the development 
^ It was acted in December 1797 and published in 1798. 
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of modern drama, but at present one or two typical ex- 
amples of this form may be sufficient to give an idea of 
the species. A start might well be made with The Iron 
Chest , a popular piece by George Colman the 
Younger. The source of this work is William Godwin’s 
novel Caleb Williams, and it employs liberally ^a series of ex - 
citing and gro tesque inc idents calculated to capture the atten- 
tion of a not too exacting audience. Sir Edward Mortimer 
in this play is head keeper of the New Forest. Some time 
previously he has been tried on a charge of murder, but 
comes from the court acquitted. Wilford learns his secret, 
and Sir Edward, thinking to get rid of him, accuses him 
of robber)\ Wilford, however, being the hero, is successful 
in his project, and Sir Edward’s guilt is proved by an 
unlucky document preserved in an iron chest. There i s 
’ nothing here but_ the o rdinary melodramatic story _qf 
^nc ealed' crim e , inc ludinjs: a,_yillai n and a distressed_herx> 
cut to measurj?.. Another typical piece of the same kind 
is William DlmonA's The Jjaundlinp. of the Eozc.sL (1809). 
Here Baron Longueville is the villain. He loves Geraldine, 
daughter of De Valmont, and tries, to reach his end, to 
murder Florian, the foundling. His plot fails; and mean- 
while it is discovered that De Valmont’s long-lost wife 
still lives. Bertrand, Longueville’s tool, is smitten with 
conscience, and through his means it is discovered that 
Florian is De Valmont’s son. Again a common story o f 
criminal purpose and distressed virtue all duly co ming 
n ght'Ertliir SHIl a third specimen may be taken at 
random, this time an earlier work. Tames Boad en!s_F o«/£ ni- 
ville Potest (1794). The scene is a ruined Gothic abbey 
iiTThe fifteenth century. There Lamotte in his poverty 
has taken refuge. Walking in the wood one day he hears 
cries of terror, and arrives in time to save Adeline, whom 
he takes back to his wife. Driven to despair by hunger, 
he wayla3's the Marquis of Montault. The latter, visiting 
the abbe}’’, finds in Lamotte the highwayman who had 
assaulted him, and forgives him only on condition that 
he attempts , to persuade Adeline to; become, his mistress. 
Suddenly, - however, this- evil. Marquis ■.''.discovers that the 
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maiden is none other than tlie daughter of his own brother, 
whom long since he had murdered. Like Baron Longueville 
he is exposed and commits suicide. The play has all the 
trappings dear to the heart of romance — t 


reme of robbery, a ghost in a darkened room, and a 


long-concealed murder suddenly expose 


One migh t_gQ-J±uxiugh .the--\\ihQle-S orrv array of these 
pieces and f ai l to_ discern a single novel note. Their 
characters are the same ; their settings are the same ; 
their language is the same. Some )'ears later, certainly, a- 
few elements of a fresh type were brought in when Scott’s 
novels came to be dramatized, but in reducing the Waverley 
series to the limits of stage representation the novels were 
transformed. As it is, it is evident that many of Scott’s 
works lend themselves admirably to melodramatic treat- 
ment. In ^Roh Roy we have the , bandit of sj-mpathetic 
heart, driven to theft and rapine by the oppression of the 
great, we have a hero in young Osbaldistone, a graceful 
heroine with a secret in Diana Vernon and a thorough villain 
in Rashleigh. It did not take much alteration to fit such 
work into the rigid mould of the melodramatic play. The 
t rue tragedy of early nineteenth-century dramatic activity 

d epth of Goethe — w ere u tilized by the forces of evil . 




CHAPTER III 


COMEDY AND COMIC OPERA 

' tF tragedy declined during this period, comedy no 
less showed a decided degeneracy. The size of the 
^i. theatres, as is evident, forbade not only the expression 
of subtle tragic atmosphere, but also the_^mj^rplay_.of— wit 
which marks out the highest forms of comic endeavour. 
Farce_and com ic opera vied \yith sentiment alj.sm-for -priority ; 
few dramatists made any attempts to strike out upon new 
path's. 

^ The sentimental strain was carried on by a multitude 
of pla3'wrights, of whom^George Colman th e Younger, Mrs 
Elizabeth Inchbald, and Thomas Holcroft were the chief. 
The first of these was a clever theatrical writer, never willing 
to prove a martyr for art’s sake. Gifted with a vast sense 
of fun and a Sterne-like twist of mind, he gaily provided for 
his audiences what they desired. Winning a great success 
with Inkle and Yarico in 17S7, he continued till 1808 writing 
a series of comedies, farces, and musical entertainments de- 
signed to catch the trivial tastes of his contemporaries. John 
Bull (1805) and Who zvanis a Guinea? (1805) are fair 
farcical comedies, but like the rest of Colman’s productions 
call for small attention here. t/MrsTnchbalciJs a more impor- 
tant writer. Fired with enthusiasm for French and later for 
German seiTtimental^prob^lcm dra ma, she wrote a series of 
plays among the best tfiat the late eighteenth and early nine- 
teenth century saw. '^'ll Tell You IVhat (1786) is an excel- 
lent satirical play of its kind, zn^^Such Things Are (1788) 
is a capably written problem play directed against the evils of 
the prison system. Her greatest success, however, was not 
her best-penned play, Lgvej^js^Cosm (1798), an adaptation 
from Kotzebue, winning her instant and long-sustained fame. 
When we regard her work as a whole, Mrs Inchbald must be 
accredited as one .oi^thejnostdistinguished women dramatic 
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W-riters^of the eighteenth cent ury. She had I cnowledg e of 
theatrical requirement s, a certain p ower of dra wing char^ 
,tg.Cto^nd an easy p en. 

Already Thomas H olcrofEs The Road to Ruin (1792) has 
been glanced at, but this was onl)' one of a score and a half 
of plays "written by him and produced between 1778 and 
1806. While Holcroft’s style was prevailing!}’’ sentimental 
he was capable of engaging in other forms of drama. One 
of his earlier works, for example. The C holeric Fathers 
(1785) is_ a pleasing comic opera of 'Spanish love and in- 
trigue, presehtihg a' iTdiht of originality in making Don Pi- 
miento, the philosopher, and Don Salvador agree (contrary to 
the long-prescribed traditions of Spanish parental authority) 
marriage of their respective son and daughter. 

■'■Comic opera of this and of other types, of course, supplied 
much of the dramatic fare during these years. Some were 
rpmantic, such as Pearce’s The Midnight Wanderers (1793), 
■where a ^larquis de Morelia, escaping from France, is robbed 
by a rascally Spanish innkeeper. Others were sentimental , 
such as Charles Dibdin’s Liberty-Hall : or, A Te^t of Good 
Fellowship (1785), where Rupee is presented to us as rioting 
away his time and money in the company of a set of parasites. 
Nettle, Fidgit, Ap Hugh, and others. Indefatigably Dibdin 
and the rest rang the changes on this type, rarely failing 
to secure some measure of success. When the audiences 
t ired o f S panish intrigue the playwrights turhecTto sent i- 
mentalism, and from sentimentalism to farce, until in 1816 
th e^ arriv ed _at-Shakespear.e». It. was in this year tliat 
^■'!|j^ricjleynolds turned A Midsummer Night’s Dream into 
an opera, and pleased with his own ingenuity set sacrilegious 
hands on The Comedy of Errors (1819), Twelfth Night 
■ (1820), The Two Gentlemen of Verona (1821), and The 
Merry Wives of Windsor (1824). To the first of these 
Reynolds wrote a preface declaring that his chief object was 
"the preservation of all Shakespeare’s beauties,’’ but that 
he found himself "compelled to. alter, transpose, introduce 
new Songs, and new Speeches ... to write the whole of 
one additional Scene, and part of another." The result is 
as might be expected, with songs such as the following: 



318 


BRITISH DRAMA 


Recall the minutes that are fled, 

. Forbid fleet time to move, 

To new life wake the sleeping dead. 

But ne’er recall my love. 

Forbid the stormy waves to roar. 

The playful winds to rove. 

Revive the sun at midnight hour. 

But ne’er recall my love. 

Audiences were pleased with this stuff and eagerly patronized 
the Reynoldized bard of Avon. 

Frederic Reynolds by no means confined himself to 
the comic opera. He was, as well, an ener g etic writer of 
co medy and farce , all _oi_the_m ost trivial and nonsensical 
sort. One of his many plays, How to Grow Rich (1793), 
might be taken as typical of his style. The dialogue is 
ridiculously poor, and the characters are nothing but 
puppets. There is would-be satire in the piece, directed 
at gamblers, country justices, and avaricious tradesmen, 
but all the spice that animated satirical works in the seven- 
teenth and early eighteenth centuries has gone. We are 
left with mere vapid expressions of no strength or individu- 
ality. FarcCj.in the period under discussion, had a glorious 
career. It had, certainly, to battle against the rivalry 
of melodrama and of the comic opera, but it had nothing 
to fear from comedy itself. Most of these pieces are un- 
original enough. Mrs Cowley h as been noted for her work 
in corned)'- in the eighties of the century, but many of her 
most successful pieces were in the farcical strain. WJio^ s 
the Djipe? (1779) is fairly representative. Here one Doiley, 
an uneducated man, wishes to have a scholar as a son-in- 
law. Obligingly Granger, who loves the fair Elizabeth, 
poses as a man of learning and wins his bride. Nothing 
could be more hackneyed, yet pieces such as these seem to 
have met with approval in the last decades of the century. 
In the nineteenth century writers of such pieces are innumer- 
able, barely any rising to distinction. A few such as John 
O’Keeffe may be mentioned because of their extraordinarily 
prolific output, but hardly because of any especial merits. 

A f ew authys, it is true, struck out alo ngjpaths of tfi eii; . 
own. Thomas^Coiifitb author of Speed the Plough (1798), 
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Secrets worth Knowing (1798), and The School of Reform 
(1805), showed a considerable power in the painting of 
contrasted characters. His comedies lack verve, but- therfi. 
i s in each a decided streng th.andJndlvl dualitv of utterance . 
Still more interesting is_ Jpjm^r^ bi.ni!rtyn?Tof whose plays 
mark a novel at tempt in the dramatic literature of the 
nineteenfli-^century. The first of these, The Honey Moon, 
wa^vS^d in 1S05, the second. The Curfew, in 1807. The 
) Honev Moon dea ls with a tlioQ3ugljly..Tjionianti(:.,,th£D3e, 
Three plots are here welded together. In the first the 
Duke of Aranza marries Juliana, pretending that he has 
suddenly become poor; in the second the misog 3 ’nist 
Rolando is conquered by Zamora, who serves him in the 
disguise of Eugenio ; Jthe_ last tells how Count Montalban 
persuades the merr}’-, gay Volante to marry him. rlf-J? . 
e vident that we have here a tissue of Shakesnearian imita- 
ti ons recast i n ,a_blankj>xrse-J[oj. m which recalls to us the 
melodies of Fletcher. There are suggestions from The 
Taming of the Shrew, while Rolando is obviously Benedick, 
and Zamora 'is Viola, but the style recalls the Ta cobeans 
rather than the verse of Shakespeare. For the first time | 
s ince the _e arl v seventeenth centu r y an author had sue - 1 
cee ded in penning a really good romantic comed 3 ’~ . Morel 
romantic in the later sense of the term, The 'C'tirhw deals 
witli a theme which reminds us of Cumberland’s Joanna 
of Montfaucon, taken from Kotzebue. The storj' is one 
of “feudal times” with the supposed widower Hugh de 
Tracy" “a Baron,” as the central figure. His daughter 
i^orence loves Bertrand, a vassal, but in the end the long 
lost wife reappears to reveal a long-lost high-born son. 
The ^plaCJs-Jihpr oughlY melodramatic, but the langua g e 
is , once ,m p.re_El.etcherian. and the play as a whole stems 
out above the usual rut of such romantic dramas. 

Tobin’s endeavours were not to be followed up by others. 
Few cared to risk their names in this following of seven- 
teenth-century plots, and most of those who attempted to 
write comedies of a slightly higher sort preferred tojtrust 
t o satire, rough wit, sentimentalism, and farce. There was 
h pdly any oppor tonitvJ:orL4:be.-expi:£Ssion,o£Jxue.. comedy. 



CHAPTER IV 


THE POETIC DRAMA 

O NE of the two large sections into which the drama 
V was split in the romantic period was, as has been 
seen, the poetic closet play. Some of these were 
intended for the stage, and were received with cold regard 
by the managers; some were written confessedly with no 
view to production in the theatre; but all were tinged 
with. the,same_r.ich..-poeliGal-colouring,„all,^shpw.ed,.th.at_they 
had beeii,jrpmppsedJ3y„jvriters_,wl.ip.s.e^piipdsjkVjixe^^ 
high .imagiualion.,,..but.,wJiose^spirits.Jiardly,_wp.uld..,consent 
to be b ridled_bv_the .grimjiecessities..of.,stage,requirements.. 
It may be noted here that not all the poets of the Romantic 
Revival had their works rejected. Coleridge was able to 
see his Remorse performed; Lord Byron achieved a certain 
success with one or two of his plays; and Joanna Baillie, 
writing fundamentally for the reader, succeeded in getting 
access to the stage. It will be convenient here to treat 
these acted poetic plays along with those which never were 
produced, as the few tragedies accepted by the managers 
were by way of being exceptions to a general rule which 
debarred the poets from the pkyhouses. 

An examination of the various plays included in this 
‘poetic’ category under their respective styles would be 
almost impossible, and it may be sufficient here to examine 
briefly the work of the better-known poets, taking their 
activities as typical of, if more imaginative than, a vast 
number of otheT^^\'6rks of the time. Among the early 
plays of this type Joann a B aillie’s J PIay s on the Pa ssions j 
issued in a series of three volumes in 1798, i S02,' anifTSTb, 
are representative of a well-meaning desire, shared by 
‘many, to infuse.^e.w-Ji£e..,intp. the theat re. Anyone now 
reading these long- forgotten dramas cannot fail to be 
struck by their poetic power. The l^gtiage rarely sinks 
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to, mediocrity, and rises at times to a truly impassioned 
utterance. Yet the Plays on the Passions are not s;-reat 
trag edies . Joanna Baillie had no real kn o3yledge ^.of_,th fi 
stag e, and as a consequence her dramas frequently Jail in 
regard to t echniq ue. She was merely a woman of letters 
c onSe^ending to sh ow the theatr e w hat it ^ ght to he ; 
she was not, as every plaj'wright should be, honestly'ahxious 
to make herself acquainted with the many requirements 
of the playhouse. Beyond that, too, her tragedies have 
their weaknesses. The authoress has go n e the wro n g way ' 
to work.^ Shakespeare, we may believe, did not say to 
himself, ‘T shall write a play on Jealousy,” and turn out 
Oihello, or 'T shall write a play on Pride,” and turn out 
Lear. The cardinal passion of Shakespeare's dramas is 
dependent • uDon_t he_chcu:actei:s.^and„the^theme.:,_Toanna 
Bai llie’s plays Jia y.e..cltaxacter...and^hem.eM>d£.D£pdent.j3n.. a 

error, it may be noted, was 
shared ' by other more distinguished poets : Coleridge’s 
Remorse is a cardinal instance. Moreover, in penning 
their t ragedies—the, _greater-_-dramatj stS-joey.ex;JhmiL-them- 
selves to • oDe _e mQtionr'' Joanna Baillie never seems to ' 
t rust herself to speak of pride when her theme is jealousy . 
or to speak o _f Jiate„wJienJaer.J:hemeJs_ani bitipn. She has 
s uccessfully documented men’s emotions, boxed them up , 
i n nice little romantic _caske.ts,JtpJbe.,op med one at a tim e 
■vpth_excessh:e_.qaxe. Still further, Joanna Baillie’s plays 
display marked crudities. Her Ipye of mnrHpr a dramatic 
device makes many of her situations monotonously stereo- 
typed. _an d her weakness_f ojijGeyeaho£,tQjIie-spectatojs or 
r eaders the whole development of th e plot in her first ac t 
r ende rSu-the.JatteE~por.tions~Qf-Jie&~t-ragedies«.unin.tei:estiiig. 
The only one of her plays which won any sort of success 
on the stage was De Mont fort (acted 1800), and that 
moderate success the authoress owed apparently less to 
her own genius than to a wonderful piece of stage-carpentry 
by which the theatre was turned into a fourteenth-century 
church magnificently decorated. 

Of the several members of the early or ’ Wordsw orth* 
group pf romantic poets, all tried their hands at play-writing. 
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Of these, Robert Southey, because of the immense influence 
lie exerted on the others, may first be mentioned. His 
dramas all belong to the early pantisocracy period, when 
his heart was thrilled by visions of a millennium heralded 
by the French Revolution. T he Pall o t_Rohcspicrrj:..- An 
historic drama, written in collaboration with Coleridge, 
appeared in 1794, « Dramatic Poem was 

issued surreptitiousl}’ by his enemies in 1S17, when its 
author had long left his youthful republican sentiments 
and had turned to Toryism instead. Both of these are 
pi tiful enough , and the latter re ads almo.st a s_m.t„wer.c_ a 
par ody of sentimenta l, ._humanitarian__mclodrama. They 
probabl}' aid in indicating another weakness in the nine- 
teenth-century poetic drama. All the poets of the time 
were doctrinai re:^ they sometimes seemed to abandon the 
bare slopes of Parnassus in order to preach pathetically 
from somewhat ricketv pulpits. .Thc\^ loved to niak c_ th eir 
poems dida^ic. Didacticism may be a very honourable 
thing in its own way, but to the drama it must be anathema. 

niay._..slxiw...his_. r>pmio.ns„indir.actly, i f he 
pleases; he may state a problem or lay open some festering 
'social sore ; hut-as..soon..asJhc_begins to u se his plav s_as_.if 
th ey w_e r.e sermons, and hisJlheaU:c..iis-If.iL.w.er.e...tlie„ch.urch, 
hejney.ilably. f ails.,. 

A trifle more successful was Samuel Taylor Coleridge 
in his 7?c;;tor.jv.,(i8i3), a revised version of the early Osorio, 
which had been sent to Sheridan as early as 1797 and 
impolitely refused. Remorse reminds us somewhat of 
Joanna Baillie's productions. Don Alvar is the upright 
hero of the play, whose life is plotted against by his evil 
brother, Ordonio, After a thrilling scries of adventurous 
actions, in the course of which the honest Moor, Isidore, 
and Ordonio are slaughtered, Alvar throws oft* his disguise, 
and the whole ends on a moderately happy note. There 
is littl e universality i n the work, and rarely if ever do we 
thoroughly associate ourselves with the characters. In 
general atmosp here this work shp.w.s„clearl3;^ the_ influence 
of , German ..romanli,c„.dramas, the theme of two brothers, 
one of whom is honest and the other evil-minded, being 
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fairly common. Perhaps, however, too much may be made 
of the influence on this tragedy of Schiller’s Die Rauber; 
tlie influence, if any, is rather indirect than direct. 

Some of the same defects may be traced in the pessimistic 
•Borderers (written 1795-6) of Willia nL^Yordsworth. This 
play even more than Osorio may be traced in inception to 
Die Rauber. T he crime committed wi th the b est-intcn- 
tioned motives is clearly a legacy of the German d rama, but 
Wt ^dsw pffinias TioniTng of Schiller's power over dram ati c 
form. T ouches of charact er-delineatiojQ_there are in Mar- 
maduke and Oswald, but never ca rried__ou t to fullness^ s o 
t hat the personages of the tragedy remain without life. The 
plot is chaotica ll.v_co.nstcucted.^d the author is led to pour 
forth in unrestrained narrative pages of blank verse in his 
most uninspired strain. 

Sir Walter Scott, too, tried his hand at drama. His 
studies in German literature led him to write his rather 
pedestrian rendering of Gofs von Berlichingcn, and from that 
he turned to more original composition in The H ouse of 
Aspen (printed 1830). This latter work is thoroughly in 
’ the German styl e, and can take rank only with the tspec- 
t acular plays of The Castle Spectre class. Nowhere in it 
does the autlior of Waverlcy show that power which was to 
make him one of the greatest literary figures in Europe. 

Other writers of the time fondly hoped for success in 
the theatrical world. C harles -J ^m b. w ho furnished Cole- 
ridge with the prologue for Remorse, attempted a tragedy 
in John WoodivUl, to which was given originally the title of 
Pride’s Cure (written 1799; printed 1801). This tragedy, 
which Lamb submitted unthanked to Kemble, again dis- 
plays well the weakness of the poetic drama of the time, 
. ^etrv there is in it, with, as might have been expected, 
numerous reminiscences of the Elizabethan dramatists, but 
o£- co-ordinated central power it has none, and the chatac- 
t erizat ion is, a t.b,est . mere .sketchy p atchwork. 

When we come to tlie later or ‘B^ron’ group there is an 
equal attention paid to drama. Byron lumseineft a series of 
dramas, some of which were acted ; Shelley gave us The Cenci 
and Prometheus' Unbound; KeatS-penned his Otho the Great. 
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Of Keats’ effort, executed in collaboration with Armitage 
Brown, not much need be said. It was apparently com- 
posed in the year 1819, and actually was accepted for 
production at Drury Lane, although it was never produced. 
The storv is not an interestinfc one, and the characteriza- 
tion is weak. The scene is set in the Dark Ages. Conrad, 
the villain, reunited in friendship to Otho, weds his sister, 
Auranthe, to the latter’s son, Leopold. The maiden, how- 
ever, has, in order to shield her own stained honour, 
slandered the innocent Erminia, whose lack of guilt is 
witnessed by the monk Ethelbert and by Albert. In the 
end Auranthe dies, and Leopold goes mad. The purposes 
of the characters do not always seem plain, and the verse, 
contrary to what might have been expected, is of a some- 
what lumbering nature. Here, decidedly, Keats displays 
none of his genius. 

Shelley’s T/ic Cenci ( 1820) deserves more careful notice. 
It is ' certainly true that this is one of the most striking 
tragedies among the many poetic plays of the century, but 
we must guard against overrating it because of the general 
level of dramatic mediocrity. Assuredly we may find in 
it many defects, defects due to the lyrical .n,ature_ of „ the 
author and to his^ lack of theatrical ■'jcndwledge. Many 
passagcj L seem to be dr amat ically...unnecessary. and at times 
the wealth of the languag e makes the action drag. Even 
beyond this we~ 1 rnay question .whether Th e Cenci a ctual ly 
succeeds in its aim. Beatrice Cenci is obviously the central 
fi^feriiulT’in" readThg as on the stage, she somehow fails 
to convince us. Her uncompromising denial of complicity 
in the murder of her father seems to us not in harmony with 
her character as displayed in the first acts and at the end 
of the play. It seems here as if Shelley_had..been..misjed 
bt^ his own idealistic visions. For him Beatrice’s pollution 
was a mere earthly thing; it did not, or should not, have 
affected the freedom of her mind. Had she been perfect, 
therefore, she ought to have allowed her father’s crime to 
go unavenged. A s . it was, Shelley evident ly .jdesu:ed..J:o 
display in her a fatal flaw, which took form in her desire 
for vengeance. So soon as she had given way to that 
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desire, evil impuls es came upon her, and her character 
w ^kenedT!!, THejtraged y. th er^ore, appears to be s^^ a 
plahe~too high^above this earth . For 'tlie ordinary reacl^or 
spectator Beatrice’s afiaprla is unintelligible, few being able 
to soar with the author of tlie "Ode to the West Wind” to 
the idealistic realms where his airy spirit found a home and 
resting-place. This defect in The Cenci is greater than that 
commonly adduced, th e g hastliness„of^the,pl.ot. Certainly 
the theme possesses a horror which even fine acting cannot 
dispel, but this we might have forgiven had the purposes 
of the characters been thoroughly intelligible. The grea test 
drama i s idealistic in e ssence, but fundamentally it l avs it s 
ba sis in .the,commoruaspirations-and-passiQns,ol.mankind. 

Among the various poets of this period^Lord Byron copies 
nearest t o suc ce§.s;in the world of drama. His plays are not 
_ dnly^ore numerous than those of the others ; they possess 
great er pow er_.and_re.vea l a surer knowl edge of thea t rica l 
technique^ The dramas of this author commence with 
^.Manfred (1817), and continue through Marino Faliero 
(1820), Sard'anapaltis/ The Two Foscari, and Cain (all 
182 1 ), to Werner (1822). A ll of th ese rev eal th e_presence 
of ja, creative spiri t at o ncc-more. in_touch .witli .or.dinaE.yJ^.f,e 
a nd more jtragi call y majestic than may be found in any of th e 
other poet s. The Ro mantic, .writer s habit ually_D.ut_tb,eDi- 
selves forwa rd in their dramas, but not Col eridge. S h elley, or 
Eleals" couTd hav e been a tra gic hero. Byron, however^ is 
shaped inTfi aFmould from wKich issued forth, m o re than two^ 
c^t unes ’ pTeviously. the tremendous hero es jai-Christonher 
Marlo we. Like Faustus and Tambu rlauieJB.vronJiad.colQSr 
sal aspirations ; li ke them the universe, an d thejuniyjerse. alone. 
to^oR'loirof'Tdb ^eat human presu mption . vT he .creator of 
Chiide HarofS^d. of Don Jtian had in him the stuff of which 
great 'drama is made. In general, it would appear to the 
present' writer that Byron’s plays are immeasurably under- 
rated. We may say that in many respect s thevJiaih that one 
is, a bad imitation of Goethe’s Faust and another a weak rep- 
lica of Otway’s Venice Preserv’d-, but there nevertheless re - 
mains about them the spirit of gre atnej,s. Manfr ed, perhaps, 
is tlie weakest of them all, although nowheire'‘lias Byron 
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fully expressed his misanthropic hatred of man and his 
appreciation of the grandeur of Nature’s solitary spaces. 
With Manfred must be associated Werner; or. The Inherit- 
ance, dedicated to Goethe and clearly influenced both by 
Gota von Berlichingcn and by Die R'dnber. In this drama 
Siegendorf is shown to us, disguised as Werner, stranded 
in a decayed palace in Silesia. His arch-enemy, Stralen- 
heim, suddenly arrives in the same spot. In his poverty 
the former, through a secret passage, goes and robs the 
latter, and a soldier called Gabor is accused of the crime. 
In order to save the man whom he knows to be innocent 


Werner places this soldier in the concealed passage. Mean- 
while events have developed. Ulric is discovered to be 
Werner’s son; in hatred he murders Stralenheim, and 
Gabor is now supposed to have been the assassin. Werner 
makes efforts to discover him, but when he is found the 
guilt of Ulric is shown. Tragiejsm^otip n t hu s resu lts f rom 
the pri de, and.,passion of„.W!ejner_and^ from the contor tion 
o.L.^§IP.ilxJl3tP-.ipKerite.d..by.Jiis..,son,...lIIric.„ At the same 
time, Byron has been c^raordinarily .restrained. Jn _his 
treatment of the theme, and the gtage. is left bl ood less at 
the close. Tragic passion has been artistically aroused 
without the necessity of making an y of the character s 
pay the extreme penalt>'._^.Sardo/m^oiW, too, is a powerful 
drama. Th^Hiaiacter of the hero, effeminate yet capable 
of heroic action, and that of Myrrha are excellently ,pOT- 
tra3c,e.d, So also TJie_ Two Foscari, condemned as that 
drama is, contains touches of true dramatic talent. We 
nuist. ,rem.ember.,that .in Judging_th_ose_ p lays w e.must, deal 
w:ith,them _as._trag.edies. not as p ieces^of po etry . .Only too 
many critics of Byron, approaching him through the poetry 
of the period, have condemned his dramatic works because 
they lack verse melody; but verse mel o.d 3 % after all, js 
nQt_.M?at__shoul d b e sought, .for-first in a drama. I t is 


character and plot and expressionate dialogue which are 
require.d. With Cain we possibly part company with the 
theatre. Some of the other plays might have been, in the 


author’s words, “neither intended, nor in any shape 
adapted, for the stage,” but the profession was half hypo- 
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critical; Cain is decidedly a closet play, a poetic expression 
of faith given dramatic form onl}' for convenience, and as 
such its beauties cannot be entered into here. 

'.Of the other poets of the time Walter Savage Landor 
deserves remembrance for his powerful Count Julian ('1S12) 
and its later counterparts, Andrea of Hungary and Gio- 
vanna of Naples (1839) and The Siege of Ancona (1S46). 
Th e first of these is decidedly the greatest. Planned on 
a Grecian scale, it deals 'in Landor’s characteristic style 
with that Spanish legend which years before had pro- 
vided Rowley with material for AWs Lost by Lust. The 
tr emendous conflicting passions of Count J ulian are show n 
wi th all t hat gr anite restraint w hich Landor pent into his 
exquisite epigrams. The tragedy is quite unsuite d fo r 
atAg(^pres.entation,-4inless that stage presentation were on 
as vast a scale as his own conception, but t he delineatio n 
of charact er no less than th e treatment of the plot s how 
that the romantic poets were not without capacities for 
dramatic writing. Had Marlowe and Shakespeare lived in 
an age of reviews and a reading public, perhaps we might 
not have had the tragedies which the necessity of living 
made them write for the stage. Perhaps, after all, the 
Elizabethan age was not so truly dramatic as we are 
accustomed to think it, nor the early nineteenth century 
so purel)f lyrical; external causes may well have had much 
to do with the shaping of the characteristic expression of 
each. 

With Landor must be considered three other poets who 
stand somewhat apart from the major three figures of whom 
the central hero was Byron. The first of these was Thomas 
Lovell Beddoes. a keen student of Elizabethan verse and 
one, like Webster, almost in love with easeful death. His 
imagination is gloomy, his visions macabre, and the true 
expression of his genius is to be found in the strange work 
entitled Deatlds Jest Book, issued posthumously in 1857, 
full of powerful if somewhat crude -passions and scattered 
with. lyrics of .a sterling beauty ; the same elements appear- 
also in his earlier work, The Bride’s Tragedy ( 1822). Of a 
similar type is QiariLes.J'.er.e miah Wells’ single masterpiece. 
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Joseph and his Brethren, originally published in 1823 and 
revised in 1876. Flashes of lurid light glance through this 
play, which critics are not far wrong in tracing back to 
the spirit of Marlowe. The last of this trio is Richard 
Henry Horne, author of Cosmo de Medici (1837), The 
Death of Marlowe (1S37), Gregory VII (1840), and Judas 
Iscariot (1848). Had these plays been written in 1600 we 
should probably now esteem them as among the best works 
of the Elizabethan dramatists, but their spirit is wholly out 
of touch with the time in which they were written. Maje^ic^ 
co ncep tions, are in theni and a rich rush of g org eous poetry, 
but JheyJpetr^f the sam e weakne s s visible in a ll the pdHic 
plav.s_o.f...the,„Ro.ma ntic period ; thev .._give nothing^ne w "to 
the theatre. Fundamentally the^^ are but imitations of the 
grandeur of ea rlier drama tic,ac tiyi ty. 

Considerable space might be given to many other writers 
of similar poetic pla3*s during ^he Byron period, but these 
may serve as typical of thc.g&neral productivity. In nearly 
every drama there are- brijliant scenes,'; in each there is 
some beauty.jo.f Janguage and occasional flashes of insight 
into. Jiuman.. character. Jrutimes of emotional stress. Many 
show able imitations of early Elizabethan dramatic activity, 
and ^sj^rengyi,_^oi^etimes of ajdtajriic. . nature, Js^jiotJajcking. 
We seem to see that here the theatre might have gained a 
new life, had its doors not been shut to the numerous poets 
clamouring for entrance. At t he..same..time,..tbese,.pQe.tsJn 
r^ity__could,jiot_have„.brp,ughL,to_-tlie...play.house..any.thing 
saxe..old .theniesjreatedjn a.,lincr..way... -Romance , coloured 
their Jives, a_nd_tj];Cy_kne3vjrijOt„ho\\M:p_delvej3elow.,Jntp^^^^ 
sorrows of .ordinary exist ence. W hat.-the-tlieatre wanted 
was the impulse_that...comes -from, reality, an impu lse tha t 
ere long was to proceed _.fr.om, Scandin avi a,, and the the atre, 
had.Jt„ welcomed . the,.poets..on._to, its stage, ,.fpstering^thus 
aiiother Elizabeth^^peripdj^mig^ well have hindered rather 
than furtHered the rem arkable revival _p.f.„dramatic wp xk 
which .characteriz.es,our_own-period. 

That the poets would never have consented to bow their 
knees to true realism is well seen in the works of those who 
followed Shelley and Byron. Lgrdjr.e,nnyson and Browning 
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both -patronized the drama, even as their predecessors 
had done, but in the same way and without striving to 
infuse into the form anything of freshness or beautiful 
novelty. In spite of the “infinite trouble” which the 
former bestowed on his tragedies Queen Mary (printed 
1875; acted 1876), Harold (1877), Bechet (printed 
1884; acted 1891) do not live. Didactic p urpose, this time 
t aking the form noCpf„rey-QhitiQnar.y-altr uism ^'but oTp atrj^^ 
otic or thodoxy. ki]lsJn-them-the-tr.ue-SDirit>of-diam a. Th e 
c haracters seem autom ata .created , only to become the mouth- 
pi eces o f _th.e_po,eL— and— the action-drags— on Js_ chaoti- 
c ally c onfused. j 3 .v...lheJack..of-..central-nurooseL-in t he nlot .^ 
O f. Rob ert ..Browning- more ma}' be said. Here was one at 
least who loved not_m ei:clv...tQ-dabQrate-iTielodious_cadences 
on which the ear soon su rTeitS-Llier.e- was . on e with a knowl - 
ed.ge of men, a dominant will. _and..aJo.ve-of reality ,: here 
was one who in his mid-career created his famous gallery 
of Men and Women. Undoubtedly Bro wning wa s the 
one best qualified of a lLthese^poets (unless we except 
Byron) to pen successful tragedies, but several things .nre - 
v ented him~^rom reaching perfection in this art . ^.§. 
'iloye of the soliloqu y which makes the Dramatis Persona : 
s uch a m agni ficent series of dramatic lyrics renders his 
dra mas somewha t_sIo.w— in-jnoyement. His. passion for 
Xptffli in language, which Je.d-him-to_j:om Dose verses of a 
force and crabb edne ss unknow n till his tim^ marre d hi s 
dialog.ue_;.,the„.language,...o,f._drAma— must_,be»j;.ealistiGT.-liut 
whenever i t b ecomes obscure_action_at_ once begins to fla g. 
v HU'" char acters, . too, are not dramatically successful. 
Browning loved the odd, the _p .e■C■uliar«_the_extrao rdinan^ 
an d in his trag edies he is incline d_tp_ce,n tre attention .ji n 
t hese oddities a nd- let the more commonplace pass by him. 
Hamlet may be in this way a peculiar character, but beside 
him the very ordinary Horatio is fully delineated. 

^It is peculiar that Tennyson’s dramas, among the most undramatic 
. of these poetic plays, won a certain success in the theatre, largely due to 
the efforts of the Kendals and of Irving. Queen Mary, Bechet, and The 
Cup (1881) were all put on by the latter; the Kendals produced The Fal- 
con in 1879. The Promise of May (1882) and The Foresters (1892) like- 
wise were performed on the stage, and the latter at least was successful. 
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Browning’s introduction to the world of drama came 
through a request of Macready’s that the young poet of 
Paracelsus should write something for him. ^Straff.oydjiyss 
the answer to this request, a play wliicli Macready dutifully 
produced in 1837, but which soon had to be put aside. 
There ar c elements _of greatness in Slrajjord, but the whole 
of the dial ogue is tp.o..rheto.r.ic.al. and the chaxacters, although 
>>l£ll.jlp|i.r)e?itQd. do~U.Q.t_.seem_^to_jtiive. ItQr.»J 3 xowxiing„tl?e 
inner, , struggle , was .more . important , than , the_ .outer. ^ and , 
though^ in, ..this . .pred.ilectipn._h,e„ ^yas _but expre ssin g the 
tendency of modern tragic deyelp.pmentjJiejthereby rendered 
hi,s..pia3's Jess adajH^^^^^^ the.„ 5 tage- Theu.g-r.eat»mej:it-.'of 
SjraffpjylJi^ \h&_ able contrasting^ of the diaracters. ' Straf- 
ford, trying to do good, but ruined by his loyalty to the King, 
is well opposed to the more resolute Pym, for whom nothing 
must stand in the wa}' of his firm-wrought purpose. JThis 
ch a racterizatio n is of the true tragic proportions; had the 
dialog:iieL..been_a~triile.JessTdiffiaiTCtd!-'JE6h6vCmilC,hacl'JJJtb 
action movcd-a.littlejnore.swiCtly..w.e..might-Csteem St raff ord 
arnpjng.lhc.^gEcater>.Eng]ish-*histor.iGaLdramas. 

Thc._.chaptJ.c, splendour of Sordcllo intervened between 
this play and Browning’s next efforts, King Victor and 
King Charles (1842) and The Return of the Druses (1843). 
Pippa Passes, issued in 1841, can barely be called a play. 
Kuig^VJ.c.toi: is one of Browning’s best-wrought pieces. 
Confining himself to four characters, he has succeeded in 
gaining ajcpn.centxation_.oi_passion-„and-^energ^^ which is 
lacking in Strafford. The conclusion is the only part of 
the drama which seems to take away from its greatness. 
The theme is a simple one. In a moment of political crisis 
the resolute and somewhat treacherous yictor gives over 
his throne to his son Charles, and the latter, who is whelmed 
in a series of conflicting doubts and purposes, grants it 
back to his father when the latter lies on his deathbed. 
Polyxena, Charles’ wife, is tlie most interesting figure in 
the play, a fine portrait of “noble and right woman’s- 
manliness,’’ the expression of Browning’s own ideal, and 
D’Ormea is an able study of a political minister, 
Return of the Diuses is somewhat more melodra matic and 
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pjPQijia<-to~goJ3aGlv~to--jeaxEei:--XDmantic--sentinienL„for„,j.ts 
inspixation. Here the scene is an island in the Southern 
Sporades, inhabited b}* a Syrian race called the Druses. 
They are.under the domination of the Templars. The tragic 
conflict arises from the fact that, goaded into rebellion 
by the tyranny of the old Prefect, these Druses accept 
Djabal as a god reincarnated to free them from oppression, 
^v^n^e the mild Loys, an honest member of his order, is 
striving to release them from bondage. Conflict arises in 
Loys’ mind through his love of Anael, the betrothed of 
Djabal, and Djabal himself is an interesting study of the 
born chieftain who, in order to secure his end, pretends 
to divine attributes. The scene in Avhich Loys discovers 
Djabal’s duplicit}' is masterl}', but once more the drama 
as a whole is^actiQnless^ancLQbiscin:e.4)hraseolog3' frequently 
disturbs the development of inner struggles. 
fliJiZSjJitclieoih (1S43) betrays some of the same features. 
There are many scenes in it which are dramatically effective, 
but some of the language is obscure. The subject is, too, 
one which must have appeared decadent to contemporary 
audiences, so that it is not surprising that it met with but 
a cold reception in the theatre. A poor welcome was also 
given to C^&vjJ?j^s^J}:Jjidax (printed 1844; acted 1853). 
In this pla}^ one character, that of Valence, stands forward 
as a majestic figure; but-xIietonc_agiun.-4;log,sjJie._actiQii. • 
Luria and A S ours Trag ed y (1846) are, like PiM a Passes 
written in a form unsuitable for stage production. Possibly 
in Browning was a latent _g enius_jf.PX—the.,tlieatr.e....,wJ 305 e 
f ull development was fettered by the fact . tha t the stag e, 
of his day demande d works of so t rivial a nature that even 
h is adaptive spirit cou lH~nbt _ stoQP_tQ_.prQyide_-them. It 
may be said that when Marlowe came the playhouse Avas 
in alrnost as poor a state as it was in the nineteenth century, 
but, .in that age.. youth was .in. .the theatre. The early nine- 
teiOTth century showed the theatre in a confirmed age, - 
and with the large patent houses constantly demanding 
novel spectacle nothing, could be 'done. The^iPjetic drama, 
the refore, had to exist for i tself; it modified not at all. the • 
ty pe of works provid ed by the various actor-managers. 



PART VI 

THE REVIVAL IN THE THEATRE 


CHAPTER I 

RELICS OF ROMANCE 

Tj ^OR a time the old love spectacle, countered by 
spasmodic attempts to introduce something of a 
Ji_ finer quality, persisted in the theatres. The melo- 
dramas, now taken from French or German sources, now 
adapted from, current fictional works, continued to please 
and charm the spectators. A real waterfall and real horses 
on the stage won success for William Thomas ^loncrieff’s 
melodramatic work entitled The Cataract of the Ganges; 
or. The Rajah’s Daughter (1S22), and ’Isaac Pocock pro- 
vided the stage with innumerable adaptations from Defoe 
and Scott. Then came Dioii^j^ycicault , (or Bourcicault), 
■" J.or.ce. in. melodramatic dram a fr om, the, jort-ies of 

the century..to..the..time..o.f . his deat h i n 18^. Boucicault is 
• a, master of the theatre„i,£. he is not a great dramatist. No 
one knew better than he how to weave into a single play those 
elements of sentimentalism, humour, wit, and excitement 
which have ever charmed unthinking audiences. He^has 
no ■j nventiye. po^yjer. All his incidents are abstracted from 
previous works of drama or fiction; but no one possessed 
to his degree this .constructive, skill. His characters are 
stereLQ.type.ch villains being villains and heroes heroes, but 
that was made necessary because of his aim- ^the subcjrdina - 
tion of characte r to .what always prov es p.Lmo.reJmmediate 
interest,,the..de.yelo.pment,of.a.sti.r,ring.storjr- Yet Boucicault 
has certain positive virtues. Much as he may have aided in 
retarding the true advance of the drama, he showed to other 
playwrights many secrets of the ir _c r.alt.,.^His method o'f 
dealing with his materials is masterly, and his (palo.g,u.e, is 
essentially dramatic. Indeed, at times, that dialogue be- 
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comes almost inspired with a naturalism and raciness long 
forgotten bj' pla}nvrights contented to provide ^YOuld-be dig- 
nified but bathetic conversations in the ‘high-falutin’ ’ tone. 
Boucicault’s play^are"humerous and varied. The Knight of ' 
Arva (i848),'"'T//c Broken Vozu (1851), The Cor^siccCii 
Brothers (1851), The Vampire (1852), Genevieve; orfThe 
Rcigr^^f Terror (1853), Louis XI (1854), Jessie Brown; 
orVTJie_Bclief of Lucknow , Paul Lafarge (1870), 

Led Astray (^1873), and Norah’s Vow (1878) all show by 
their titles alone their inherent qualities. These dramas, 
however, will not be remembered in the same way as 
Boucicault’s pla3’s of Irish. life, where his. genuine sense of 
humour and realistic methods-find fuller scope for their ex- 
pression. The Colleen Bawn (1859), Arrah-na-Pogitc; or, 
The Wicklow Wedding (1S64), The Shaitghraun (1874), 
The O'Dowd (1873), and Cuish-ma-Chree (1887) must 
always be esteemed for their genuine skill in the depiction of 
the Irish peasantry*. 

Other writers of a cognate calibre carried on with 
Boucicault the melodramatic tradition. Gilbert Abbott a 
Beckett, who died in 1856, left, besides his farces, his 
romantic pieces. The Chimes (1844) and Don Ctesar de 
Bacan (1844). With a Beckett frequently collaborated 
Mark Lemon, author of over fifty dramatic works. 
Lemon’s fift}* is, however, vastly outdistanced by the thou- 
sand odd productions credited to ^om T a.ylor. another eager 
adapter of other men’s ideas. Associating himself largely 
with the novelist Charles Reade, Taylor poured forth his 
melodrama in a continuous stream. -'Still Waters Run Deep 
(1855) and The Ticket-of -Leave Mali (1863) still are 
remembered, and s ome genuine liter ary,. yalu^ may be dis- 
covered^ in ' his numerous bisiorical_. works, „.of which 
perhaps Dare (1871) and Anne Bolcyn (1875) are 
the best, as well as in hi s melodramatic d omestic drama 
The ArkwrigliPs Wife (1873). Still others, such as John 
Baldwin Buckstone with his The Flowers of the Forest 
( 1847) Abelard and Heloise ( 1834) , Benjamin Notting- 

ham Webster with Paul Clifford; the Highwayman of if 70 
(1832), John Oxenford with The Dice of Death (1836), 
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Watts Phillips with The Woman in Mauve (1864), 
Joseph Stirling Coyne with The Woman in Red (1868), 
Edward Fitzball with Esmeralda; or the Deformed of Notre 
Dame (1834), and William Gorman Wills with Charles the 
First (1S72; printed 1873) and Jane Shor'e (1874), tried 
to win success and money in the same way. In each we dis- 
cover the same tendencies, and can praise only a few for 
naturalism of dialogue and, as with Boucicault, for occa- 
sional flashes of humour. 

Several more serious writers, it is true, tried to stem the 
rising tide of melodrama with heavier tragedies modelled 
911 the older plan. Following Sheil and Maturin came 
quite a number of men, gifted with some small measure 
of poetic capabilit}', who endeavoured in their own wa3's 
to raise the level of stage performances. Thomas Noo n 
Talfourd, whose Glencoe; or, The Fate of the Macdonalds 
appeared in 1840, won some success in Ion (1850). The 
latter has decided merits, but the language is stilted, leading 
to soliloquies such as the following : 

Ion. Distrust me not. — Benignant Powers, I thank ye ! 

\E.xit. 

Adrastiis. Yet stay — he’s gone — his spell is on me yet; 
What have I promised him? To meet the men 
Who from my living head would strip the crown. 

And sit in judgment on me? — I must do it — 

Yet shall my band be ready to o’erawe 
The course of liberal speech, and if it rise 
So as too loudly to offend my ear, 

Strike the rash brawler dead ! — ^\Vhat idle dream 
Of long-past days had melted me? It fades — 

It vanishes — I am again a King! 

Again we realise that, whatever of value may lie in TaF 
• fourd’s work, this is not what could rejuvenate the theatre. 
Fie may have something of a Greek simplicity, something 
of the high spirit of destiny in his plays, but that, after all, 
does not atone for weaknesses such as are apparent in the 
passage quoted above. 

Among the other writers of a similar style' JohaJk!&§t- 
land Marston, because of his powerful semi-domestic play 
Tlie' Patrician’s Daughter (1842), deserves mention. The 
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Patriciaufs DaugJticr hints at the coming revival in tragedy. 
It takes as its theme a subject of immediate interest to 
the people, anticipating Galsworthy’s Strife in its treatment 
of the class-struggle. It is a fine play, but unfortunately 
no one took the hint which it offered: jt^remains. .solitary 
amid— the .welter o f melod rama._o£..dull..hist£)rical ..tragedy, 
an d of wo uldrbe Grecian poe tic pla ys. 

In comed y an equal state of suspended animation is 
traceable. Ivn owle s^ strove valiantly to make his rather 
heavy imagination adapt itself to lighter moods, with what 
success may be seen in The Hunchback (1S32). Djp.Vls!^® 
William Terro ld.„ayiUi a more genuinely humorous touch, 
but a decided weakness in character-drawing and plot- 
construction, turned out his series of fairly laughable plays, 
Blackcy’d Susan, or, All in the Downs (1829), Beau Hash; 
the King of Bath (1S34), Time Works Wonders (1S45), 
The Catspaw (1850), and a number of others. His style is 
akin to that of Dickens, for he can see only one side of a 
man’s nature, and he is inclined to exaggerate comic situation 
and dialogue until all subtlety is lost. His stage effects 
are often good, but the flimsiness of his comic foundation, 
added to his lack of breadth and simplicity, make his work 
of small literary importance. 

A few other writers tried to keep alive the richer spirit 
of comedy, but the majority turned to melodrama, left the 
ranks of comedy proper to indulge in more popular, and 
more easily managed, spheres of dramatic composition. 

Farce, therefore, and comic opera still dominated the 
stage.’" “In these realms sported a number of minor play- 
wrights, including among them Robert Barnabas Brough, 
John Poole, James Robinson Planche, Thomas William 
Robertson, and Henry James Byron, ^rough’s endeavours 
are mostly in the realm of burlesque, of Avhich Camaraha- 
man and Badoura; or. The Peri who loved the Prince ( 1848) 
is typical, or of the extravaganza as represented in Alfred the 
Great; or, The Minstrel King ( 1859). Planche revels more 
in farce proper. His works are numerous, all flimsy and 
trivial, but well adapted to call forth a laugh in the theatre. 
John Poole’s Paul Pry (1825) is still remembered, and 
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Robertson before his later set of more serious comedies 
won an ephemeral success with several pieces of the same 
nature. 

Save for the few tragedies and co medies of a higher cast, 
all. tiTese" Dieces”ar^“theatricar’ in the lower'sSise'^That 
te.rm; that is to say, they were written with no thought 
of literary grace, but were designed to please a vitiated 
public taste and to satisfy the demands of various actor- 
managers. The majority of them would be trivially 
effective on the stage when well performed, but read apart 
from the theatre they seem dull and uninteresting. Above 
all, .they are full of crudities. During the time when the 
theatre was moving from its platform shape to .the modern 
'picture-frame stage nQ„ojne..^eemi!J!Q^axCHivmc^ 
co nvention s were demanded to suit the changed conditions. 
Thus the soliloquy still continued a recognized dramatic 
device even when its absurdity ought to have been apparent 
to every one ; and the aside was freely used when the actor 
or actress reciting it had to bawl open-mouthed to the 
distant galleries. '55/hat was required to give the drama 
new li fe, the refo re, was a _.r.^ogiru.Hm"of!!idta3i^ ^ 
conditions, and the elab oration o f a jnew. technique. for the 

The same is true of the themes^chosen by the dramatists. 
The poetic playwrights kept, to _1thei.r ...historical,, classical, 
or romantic subjects, and few of those who attempted to 
give something better to the theatre itself departed from 
the time-honoured ways. Quite naturally, the audience pre- 
ferred to see romantic themes treated spectacularly and 
thrillingly rather than listen to the monotonous drone of 
heavy and ultra-dignified blank verse. One may presume 
there are but few, even among those who profess regard 
for the higher theatre, who would prefer to sit through a' 
performance of Talfourd’s Ion rather than throw themselves 
whole-heartedly into the melodramatic adventures of some 
more spectacular piece of the period. After all, the popular 
writersj even when . they, were working bn an outworn 
tradition, knew the tricks of the stage, knew how to keep 
up interest, knew the laws of dramatic cause and effect. 
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Of these the literary writers were ignorant, and their plays 
as a consequence are largely valueless. 

The romantic spectacle play, however, was running to 
its end (although still Old Drury and the Lyceum preserve 
its main features intact), and a new classicism was taking 
the place of the ultra-romanticism which had become florid 
in the poetry of Tennyson. The age was ready for a change 
and a revival. That revival came in the last decades of 
the nineteenth centuiy*, and %vas due to a series of various 
causes, some purely theatrical, others definitely literary. 



CHAPTER II 


CHANGE OF THEATRE, AUDIENCE, AND 
tone; IBSEN 

Theatrical Conditions 

t J.j HE most noted theatjjcal event of the nineteenth 
, century was unQuesti6hablv the Act “for r e gulati ng 
_LL theatres” of 1S43, by which the monopoly of the 
two paterit“liouies,'"*Covent’”Garden and Drury Lane, was 
destro3’’ed, and the way was kept open for the arising of 
new houses. This Act was partly the result of the gradual 
financial degeneracy of the two larger theatres, for Drury 
Lane had sunk to such depths that resort was made to 
shilling concerts in an effort to restore solvency; but if 
the Act was the result partly of the financial condition of the 
theatres it was none the less dictated largely by a general 
desire on the part of actors and the public to escape from 
that vastness of structure which had appeared so just and 
desirable at the close of the eighteenth century. With 
this legislation of 1843 theatres could raise their heads 
in the Metropolis without fear of suppression, and new 
efforts could be made for the rejuvenation of the playhouse. 
It is true that at first small signs of alteration are noticeable 
as we trace the fortunes of the playhouses and of drama 
in the middle of the nineteenth century. Indeed, for the 
decades immediate!}’- following the date when the Act was 
passed through Parliament we might imagine that there 
was even an increase of melodramatic and spectacular 
pieces. Men were slow to realize the possibilities of the 
new regime, and so far no inspiration had come to them by 
which they could rear a new dramatic structure. Gradually, 
however, the benefits of the alteration in theatrical orienta- ■ 
tion m ade their appearance. The smaller theatres that arose 
to take the place erstwhile occupied by Covent Garden 
and Drury Lane permitted of the appreciation of both 
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tragedy and comedy. There were new revivals of Shake- 
speare and of the better eighteenth-century dramatists. 
Actors no lo n ger had to mouth i t . grandilonuentl.v..>imt 
were enabled to deve lo p subtler and more delicate s tyles-of 
p erforma nce... 

To these smaller theatres came, too, a slightly changed 
audience. Life was not so dissolute as it had been in the 
early nineteenth centur)', and Queen Victoria Avas setting 
a more sober tone in Court circles. No l onger_.Avere the 
t heatres the chosen home of ._ga inblers. ra kes, and prosti- 
tutgs., The^rnidcUcJda^sea^flJicsLafljcLqwktmi^^ came 
to witness plays in securit)*, unoffended by coarse con- 
versation round them or by missiles playfully flung at^^ 
spectator or actor. Tb p^he ati:es _.becam e.. more . and more ^ 
h ouses of artistic e ndea.v nur- Perhaps the managers failed 
to secure an}' artistic perfection, but the basis was there 
for that perfection, as it had not been in the early nine- 
teenth century. With this ^iirj sing of m any_n ew theatres . 
moreover, it was natural that .d r,amatk-s.toles-s hould come 
to be assoc iated— \YJtIi_par.tlc,ular-JtQUS£S.- In the earlier 
days everything, comedy, tragedy, farce, melodrama, comic 
opera, extravaganza, burlesque, Avas centred in the tAVO 
theatres ; noA v, if on e_tbeaJtr£_speciali zed in comic ope ra 
another could devote itself to more serio us , drama - This 
in itseTf meant that more CA'enings could be devoted to the 
higher forms of dramatic literature than Avas at all possible 
in the year 1810. In our own times Ave may find that such 
a theatre as Daly’s is permanently associated Avith a certain 
type of romantic opera, that others such as the Lyceum and 
Drury Lane specialize in melodrama, but that still others 
such as the NeAV and the Royal Court normally produce 
regular tragedies and comedies. 

Tavo movements, on the other hand, militate again st 
t his system producing the best d ramat ic wq rk. The first of 
these, and the most important, is t he habit of _th e Jong run. 
Up to the middle of the eighteenth century and even into 
the . nineteenth century runs of any length were unknown. 

A run of nine nights constituted a record- in the early 
seA>’enteerith century, arid -the nionth’s performance of The 
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Beggar's Opera in 1728 was regarded as phenomenal. With 
the rising of spectacular shows, however, runs became 
necessary if the managers were not to go bankrupt, and 
we find the length of these series of performances growing 
in the eighteenth, nineteenth, and twentieth centuries from 
weeks to months, until in our own days we look with calm 
complacency at bills which inform us that this or that 
piece has run successfully for over two years. In this we 
are partly suffering for the sins of our fathers, partly we 
are paying the penalty of a London grown so huge that 
it is not a town, but a world in itself. The second move- 
ment is that wherein th^raanagement.-and...AWJiership^f 
the theatres are affected. When the two houses of Drury 
Lane and Covent Garden had the monopoly the patents 
were vested in the hands of one man or of a group of men 
who engaged managers to undertake the control of the 
theatres. When the new theatres were built, on the other 
hand, man)* were treated as purely speculative ventures 
on the part of men not in any way interested in the drama. 
They were erected and promptly let out either to actor- 
managers or to various companies which gathered together 
from time to time. Still worse, they were sub-let and sub- 
sub-let, so that the expenses for the person actually pro- 
ducing the plays rose to a height out of all proportion to 
what might have been expected. Actor-managers were, 
and are, thus hampered in their work, and the old stock 
companies which had done such good all-round work in 
the eighteenth century virtually disappeared. The repertory 
system in our own times exists, somewhat artificially, only 
in certain more adventurous provincial towns, in the ‘Old 
Vic’ and in the Hampstead Everyman theatre, although 
on the Continent it is still retained and aids there in the 
production of good drama. 

With this happy event of the liberty^ of the theatres and 
the consequent gradual change in tHe audience must be 
noted the growth of a new criticishi^ Instead of the meta- 
physical meanderings~0f*C6leridge' or the sometimes over- 
enthusiastic comments of Lamb, we find in the second half 
of the nineteenth century the development of what may 
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fairly ,be styled scie ntific c riticism. This scientific criticism 
v.*as precisely wh.at the drama, overburdened already with 
romantic fervour true and false, required in order that it 
might rise to some new plane. On the one hand, we note 
the studies of men like Moulton, who endeavoured to 
estimate, not Hamlet’s psychology, but Shakespeare’s dra- 
matic purpose in writing Hamlet; on the other hand, we 
observ^e the antiquarian researches into the theatre and its 
customs which led to Mr W. J. Lawrence’s illuminating The 
Shakespearian Playhouse and Sir E. K. Chambers’ The 
Mediar^al Stage and The Elizabethan Stage. For the first 
time men began to have some ideas concerning the form of 
Shakespeare’s Globe theatre, and to realize that the theatre 
a 5 .a, whole had advanced steadily and logically from medieval 
times. This led to many consequences. It aided the. rising 
school of dramatists to evolve a new technique. They were 
able to see why such and such a convention should have 
been, and why it should now be abandoned. So, too, 
they were given the materials on which they could base a 
fresh dramatic theory. Studying Shakespeare in relation 
to his time and to the conditions under which he worked, 
they could see more clearly what things in his work presented 
a message to the modern period, what belonged decisively 
to his own age and could offer no suggestions to men of their 
time. Besides-this.-the -antiquarian-researches into t he form 
of the m ediev.al...and_,Elizabethan_th.eatres— ■gay_e._new;, idea s 

to the actor-manaeiers Th ey were enabled to secure new 

o rientation , and look beyond the heavily decorated set- 
pieces which characterized the spectacular melodrama. 
Soon the question of rich stage deco rat ion versus simplicity 
came to be put, and men began to wonder whether after all 
the drama was not most effective when the stage was a 
bare platform and when the imagination of the spectators 
was called upon to create visions of leafy forests and palace 
towers and gloomy dungeons. This question, and questions . 
of a similar nature, gradually led to new endeavours on 
the part of producers. In the preceding years the manager 
could think of nothing better than the production of finer, 
more gorgeous, and more realistic scenery than had been 
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seen before ; now he was faced with new worlds^ _with 
new ideas, with infinite possibilities of experiment and im- 
provement. 

(ii) Henrik Ibsen and other Continental Dramatists 

It is evident that . the ground .was being p re p a red fo r 
the_appearance_pf^,a.jFre§h_li.tcra,ry_Jlechin but no man 
in England seemed capable of evolving the conventions 
which would harmonize with modern conditions. Possibly 
he might have been forthcoming, but tlie work ' of any 
hypothetical reformer of this sort was anticipated by the 
appearance in the north of Europe of JTenrikTbsen, destined 
to become the ■greatest.^Qr.ceJn_the_re viyal of the present - 

day theat re. Ibsen started his career as an historical^^nd 

symbolically fanciful plavwright. Ladv Inner of Osfrat 
(1855) is typical of a number of other dramas in which 
appeal is directed to national sentiments and in which an 
attempt is made to pen chronicle history. Lady Inger of 
Ostrat, howez'cr, even beyond the bewildering complexity 
of the plot, already reveals the presence of a creative master- 
mind. The dramatic irony of the work is tremendous. 
Lady Inger murders a man, hoping to save her son; her 
victim turns out to be that very son. Eline is engaged to 
Nils Lykke; Lykke is found to be the hated betrayer of 
her sister. From these historical or oseudo-historical themes 

jn VI II iiM in tr- r • » i ■ m ' l. *• - — ^ 

Ibsen turne.d to domestic subjects, writing on questi ons of 
the_ pre sent day^^ exposing in h i s own stern manner the 
pr^lems h e co ul(r"see__r.ound_.him e verywhere, revealmg 
\^^th sur e touc h the__yer v inn ermo st of human emotions. 
^jt^jiemyjof^tJieJPcj)fi^^ The Wild Duck (1884), 

and Ghosts (i8Si) are of this class. The first deals with 
the fate of the benevolent and idealistic Dr Stockmann, 
who, in his zeal, becomes the chief object of the people’s 
hatred. It is not a great play, perhaps, but the sure dramatic 
touches, such as the bringing over of Stockmann’s wife in 
Act III and the ejaculations of the drunken man in Act IV, 
show what a powerful dramatic artistry Ibsen possessed. 
In The Wild..Duck the plot is more subtle and complicated, 
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and Ibsen appears to be .delving into the jnncr reac hes o f ■ 
tlTC soul. The character of Hedvig gradually takes concrete 
shape before us, as do those of the honest Hjalmar and the 
younger Werle. The S 3 'mbolisni of Th e Wild Duck and its 
pervasive delicac}’ ma}* be taken as t}’pical of part of 
Ibsen^^vork. Th e ster ner side, of .his nature is reveaM 
jVin _ Ghosts. In this drama Ibsen wrote his masterpiece. 
N o.wGere.Iias.he. so succeeded in revea Hng at on ce the. problem 
and the reflection of that^roblem itpon thc..jou]s.^of_Jiis 
characters.; np33jiere jias^ united . Drofound.. ^psYcho- \ 

logical deljneation. .with realistic .appeal-and-inter^,) < 

In Ibsen, then, the world found a master-rri md, one 
of these few Ubcrmcnsclicn beloved by Carlyle and by 
Nietzsche. It is not,- however, nier^el^p Ijisen^s .iiTtellcctual 
greatness’ which makes him occupy his pre-eminent position ; 
it is the fact that his...mind_was..o,f..a..sufhcient_ b readth to | 
malceiorJiimsellJiis, ow.n.dramatic world. In consideratidiv 
of the influence which he exerted on the English dramatists 
of the late nineteenth and early twentietfi centuries, it may 
be well here briefly to indicate the,..ciiief points wherein he 
opened up new paths to his follpxfers. 

In the first place, his drama^s a domestic drama. Of the 
old impossible heroics pathos of the romantic melo- 
drama he knows,^^^Wng. -Hist.aim: i s t o dramatize the 
lif e of his own. da}'. He_ realized perf ectlY_that..1:h.c:!Jbj,ig- 
antiquated jemotions of the spectacular plaYS Tri d n othing 
in com mon wit l i prdmaiixmen.and.wometi.;,.tl’iat-tlie,draraa, 
was to rise_.tp..i.ts .^nstine.„gr.eatness,., would .have....to 
a dapt its elf. to Jhe. needs..ofj^e„pEesent,„be^.^a.jaiirroix.o£,.tIte 
age, an d, instead of .escapi.ng, mtQ,xornantijf4frippenes, malce 
i tself the stern monitor of th e timfe^ In this, as has 
been seen, I13seir\Y5§**5tTtidpa'ted-tby- Hew Qfid in the seven- 
teenth century and by Lillo in the eighteenth, but„neithjpr 
o f these had attempted to reveal the fundamental problems 
o f^gogial. Jifje Ibsen wove togetlTeF'llie"Traged\’^^6f'-the ^ 
m3i\ddual soul with the tremendous forces which move 


in sd d^ l ife like some blind- destiny searing and^destroy- 
ing ^ man kind-in their disastr ous._ path seeming no more 
than, a.n Jmsect-fluttering-JnefijectuaJly.., against the . mighty 
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barriers \yhich loom up against it^ In„JbAen„\y,e„ia.Y(e ;no.t 
merely domestic tragedy, ^but social tragedy ,.,th^ forces, of ‘ 
life^fcirmjng„dominating.d;;ff7;m/ij,^(?;'jo?2^Jwlipjn^^^^ 
across , the. stage, and j:aise_the,.\yhole..w,or.k^to„the.j,eyeCof 
tragic. passion.„ 

Nor was this the only thing which Ibsen brought to the 
theatre. AVith the treatment of domestic scene and of 
social problems he introduced a new_frai;il<ness, which 
at first grated harshly on the ears of prudish ' Victorians 
accustomed to the pleasing commonplaces of Tennysonian 
melody. ,He.re..they found a man who dared to spe ak of 
tljihgs they deemed unspeakable, who laid bare llie most 
f estenng.sores. in ,the .body .social, ..who, flinched,from.no.tbi.ng 
in^ his Olympian gran deur. Soon their detestation of this 
frankness began to wane. Ghosts, which had been banned 
by a prurient censorship, was permitted on the stage, and 
native writers began to attempt imitations of the Ibsen 
style. This. frankness meant the opening up of new worlds 
for the dramatists. NotoiilyNc:puld.they..passJr.om.r.omand^^ 
to . domestic, .themes, they^cquld , .deal ..\v:ith_aspects ..of ..social 
• Jife„>vluch_^ before Jiad .been^ sternly dose^ andjn 

dealing ^yith those., aspects. pf sqcml life came Jp_them, new 
ideas and new .conceptions of, the .meaning, .of the. univ.erse. 

AVith this truly epoch-making change in subject-matter 
and in treatment Ibsen-4nti:oduced..a..new. technique. He 
saw that many of the conventions of early nineteenth- 
century drama were long outworn; he saw ..that J:he.j[ue.w 
theat.ne.„.demanded„.a.mew-ar.tistry,„and.,endea,v,our,ed.-toJay 
the foundations of that artistry. Not only, therefore, did 
he ma ke of his plays. , cohe rent umBesJ^I?,. Hiad^.-them 
more natural and impressive bv his stage methods. The 
soliloquy and the .asid^ which had been so useful to romantic 
dramatists for showing the minds of their villains, he ruth- 
lessl3»^ cast aside, substituting therefor ^,.niore subtle treat- 
ment of dialogue. It is obvious that if a dramatist ’’knows 
lie''~can’'ma1ce an'^evil character hiss out his hate or speak 
his thoughts openly to pit and gallery he will not take 
such care over his ordinary stage dialogue as he would’ had 
these conventions been debarred to him. The change in 
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technique, therefore, led not only to the , sweepin g aw ay of 
ri diculous c onv entio ns, „,but also to .an , added,. sub.tlety.^in\ 
presentation of j:ha.ractcr.and„oi_pl9t. 

This, subtlety forms another aspect of Ibsen’s greatness, 
but it is one which he shares with the modern theatre in 
general. The late Professor Vaughan, in his illuminating 
Types of Tragic Drama, saw clearly tha t the te ndency of|' 
drama-w-wa5,_aUv.avs.„from-„the.,Jess.*to~th&-..more..,.iuward;f 
as v/e watch the progress of tragedy from jEschylus to 
Shakespeare, from Shakespeare to the writers of the present 
day, we can witness an attempt on the part of the play- 
wrigh.is to^ s.hake ^ pff ^_action ..in ..pr.der.. to depict, J:hou'^.' 
Ibsen. _rep.re.se.ntatu’;e-in_Jiis.-OAm™age-..of- tliis.,ntoyjem.en,t, 
^l?P}Y?-‘^.-tQ_his .cpntemp.orarjes,.maajv.midIiDdsuof„.securj.ng 
this..- inwardness^ Already Bro wning had subordinated ac- 
tion to development of character, but somehow he failed 
to make the latter sufficiently interesting. Ibsen, by a 
s e ries o f de li cate theatrical touches, keeps our attention 
a\rake.lfQr,.the.jappreci>tjon_pi_a_di:ama,..whicliJ[s^-.£ui3,da- 
mentally statieV Nothing really happens in Ghosts; the 
action is mo re psycho logic al th an physical in A Doll’s House 
( 1879) and in The Wild Duck. No. effort is made to charm 
an audience by a s e t of exc iting ...incidents-: rather are we 
invited into a quiet room and asked to watch the characters 
there. Avatch the expression of their sorrows and joys, and 
through those sorrows and joys reach to^sqme understanding 
of Jheirjnner., selves. The word ‘soul’ is an awkward one, 
and the word ‘subconscious self’ still more awkward, but, 
using those words with care, Ave may say tha t Ibsen st riyes| 

sh ow to us, through this expression of ordinary io\-s a nd’ 
sBirfbAys, ordinar y loA'e and hate. ordi nar.y__exaltation...and 
de_spaif ''jKOBuls_or.,subconscip.us,^elves.jD.fJli.is...^;:g?«a/i> 
Pcrsoncc. He~'b'rih g/ the theatre into line Avith the addedi 
subtlety and ■3elicacv..of th e time. 

Ibsen, of course, does not stand fonvard as the only 
Continental dramatist who taught these things to English 
writers, but he is the chief and important figure. 

Others besides him took up the tale. \<In:Germany Frederick 
Hebjsel. had been similarly striving to express something 
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of ,his_hard__co nception of life and his heav il y hammered - 
out.,diagnosis,.of_meii!s,..sp„uls,^ow^by-^ieans~^o,f-JBiblic.al 
dramas^sucli as Judith (1841) and H erodes und Mariamne 
(1850), now..by_means.of-legendary-t'hemes«such as Gyges 
nnd sein Ring (1856) 2.nd Die Nibehmgeji (1862), np,\v_by 
means_of..„domesdc— tragedy^udj as Maria Magdalena 
( 1844). Gyges nnd sein Ring is a fine example of symbolic 
art, in which the honest Gyges is permitted because of his 
magic ring to see the beautiful wife of Kandaules. The con- 
flicting passions of Gyges, the strangely heroic yet weak 
figure of Kandaules, the proud and vengeful Rhodope, 
are all presented before us magnificently in a series of 
symbolic scenes whereby the inner emotions are suggested 
rather than enunciated. In Maria. __ Magdalena . we have, 
too, a^p;^XfpTjipmestic-.dxagedy.,-«C.lara, the heroine, is 
about to have a child by Leonarjd, who casts her off on 
hearing that her brother Kari is arrested as a thief. This 
arrest kills the mother, and the father, stern in his pride, 
threatens to kill himself if Clar a brings shame on him. 
A Secretary, who is in love with Clara, kills and is killed 
by Leonard, and Clara drowns herself. The story is a 
sordid one, but is raised above the lower levels of sordid 
bourgeois drama by_th.^penetrating.Jnsig.hLJ.nto.„character 
and byjhe jense„9irfate„which4s,mtroduced^ int o s e veral of 
I the scenes. Clara’s cry, ^iQ^O!i 4 n^heaxeu,.,.L,^YPhl 4 J,lk^^ 
I pity if lIwer_e.,thou,apdJ:hau w ert , I.” and the old father’s 
last words, *T don ’,t-understand_the -- world any more. ” seem 
wrapped in a mystic significance when they are related to the 
development of the play. 

The kindlier and more humane Norwegian Bjornstjerne 
Bjprnson, too, added his weight to the development of the 
domestic drama and the new technique, although he_pre- 
ferred the medium of the drgmg to that of tragedy . Like 
Ibsen he started with a series of historical plays, includ- 
ing King Sverre (iS6r), Sigurd the Bad (1862), and Mary 
Stuart in Scotland (1864), but passed from that to serious 
domestic comedy in The Newly Married Couple (1865), 
Leonardo (1879), and A Gauntlet (1-883). Bjornson’s 
work is interesting as showing the development in one writer 
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of the new technique. He starts with the older conventions, 
including soliloquy and aside, and passes into the freer 
domain already occupied by Ibsen. Al l his social d ranias 
present a__problein. The Newly A ioW.cd.„Cout^lp„ strives to 
delineate the soul of a young man, Axel, eager to make his 
own way in the world, and the gradual awakening of love 
in the heart of his wife Laura. It is certainly true that 
Axel is always preaching on one set subject, and so becomes 
rather the exponent of a particular view of life than a 
natural character, but the dangerous estrangement of wife 
and husband as well as the difficult portrait of Mathilde 
are ably handled. Jn^X-c.onax.da the problem is that of the 
motlier who falls in love with her daughter’s fiance, but 
once_.more-^tlie Jiioer..beings^oi.J:he..ch:nn» 7 /i’^ per sona: raise i 
t he drama above the levels of the mere problffltn""yiay. I 
Bjornson’s triumph is A Gauntlet. The theme is more 
serious than that of the others, but ends on a fairly hopeful 
note. Had Ibsen dealt with the theme he would almost 
certainly have, made it a tragedy. In this play the author 
is fighting against the blindness and hypocrisy which char- 
acterized his own land no less than Victorian England. 
Svava is a child of the new age ; Alfred and the Christensens 
are denizens of the land of unimaginative and unintelligent 
hypocrisy. Nowhere has Bjornson so succeeded in reveal- 
ing character, so succeeded in presenting a problem in all 
its various and widely ramifjdng aspects. 

In other lands too the new style penetrated, coding 
back here by way of translation. Anton ...Tchechov.- in 
Russia_gave to it added subtlety in The Seagull (1896) and 
in' Uncle Vanya (1897). Tchechov is more visionary than 
I bsen, and nrefer sjtO-deaLrather with ment al than emotiona l 
problems. Ib sen is obsessed, no less than Bjornson, with 
the tremendous difficulties which the fact of sex brings 

to life; Tchechov deals with mental ^^is.appQintm,en.ts, - 

with J iterarv_ambijtions...andLwdth . arti.stic-£ailtu:es. He ex- ' 
cels most when he is treating of the liitci'ateur or of the 
poet, and his highest fli ght s are'g tudieS-of-theL-Unsuccessful. . 
I n Uncle Vanya his most telling character is Ifficie^Vanya 
himsdf, one whose ideas and emotions have been dulled 
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and atrophied, and who, on the promise of success in love, 
is dashed back again to mediocrity. Xrigorin„in 

a powerful portrait of the unsuccessful visionary, 
a portrait made all the more striking by the contrast it 
presents to the boring but worldly successful professor. 
A similar study of the failure in life appears in The Swan 
Song (1SS9), this time, however, in age and regret, not in 
disappointed youth. The old man, tragedian at heart, and 
murdered by the plaudits of the crowd over his clownish 
play, is a powerful variation on his chosen theme. 

Poland gave us, too, the as yet untranslated Przybys- 
zewski, whose_.S!not£; (1903) presents a^del,icate_.s,tati.c„,and 
symbolic study .of iimer passions. dcstinY_as..aajouter force 
hqyering„.ominously...over-,-thc.Jittle.Jire-'liL-r.oom.j,vith.-^its 
windows , opening..out„on. .to_the_,white,..expanse. of..a,.w.inter:: 
clad .landscape. Everpvherc the new style penetrated, 
becoming more and more symbolic or more realistic, striving 
to utilize the most recent researches of psychologists and 
to reveal in yet deeper and more minute detail the hidden 
reaches of the human heart. So in Sweden August Strind- 
berg has mystically dealt with domestic problems; in 
Germany Gerhart PTauptmann and Ernst Toller have 
attempted to deal with “Masses and Men”; in France 
Eugene Brieux has treated human passion in a would-be 
realistic manner; and in America writers such as Bronson 
Ploward, Percy MacKaye, and Eugene O’Neill have, 
amusingly or bitterly, written of the fundamental questions 
confronting men and women in their social surroundings and 
amid their social conventions.^ 

All of these aided in giving new materials to the play- 
wrights, and those playwrights, because of the changed 
conditions in theatrical affairs and because of the new 
audience, more eager to accept in the plays they witnessed 
something fruitful of thought and emotion, were enabled to 
attempt the complete rebuilding of the English stage. 

1 One of the best handbooks on contemporarj- dramatic literature is 
A Study of the Modern Drama, by Barrett H. Clark. It provides, how- 
ever, less of guidance than of suggestive questioning concerning the 
pla3'^vrights of to-day. 



CHAPTER III 

MAIN TENDENCIES 


Tragedy and Social Drama 


'N entering upon a study of recent dramatic tendencies 
it may be well to indicate briefly what appear to be the 
most notable directions in which the drama of to-day 
is tending.^ By t he drama_p.f.,to=day-J jn.e.an-th at gene ral j 
literary d eyelooment— w.hidL.^ucceeded^and..to.ok_-the ..■place j 
of, the, melodrama. farce._an.d..musica l com edy of the earh'? 
an d mid -nineteenth-,cent,ua:» That development may bd 
traced back to T. W. Robertson’s social comedies of the 


e ighteen-sixtie s , . Jl3u,t.xeachedLfruitiQn only thirty or forty - 
yea rs after that date . Naturall}' in the course of fifty or 
sixty years there have been many greater or less movements 
in one direction or another. There is a marked change in 
drama soon after the opening of the twentieth century, 
and a no less marked change is to be seen in the post-War 
theatre. Still, certain definite tendencies characterize the 
finer plays of this period, nearly all the-dramatists..,mani-. 
feting ea ch.. in Jiis-Own~.wav— the- Gommon-onovements-of 
the_tim.e. 

The fi r.st-43f these tendencies i s a heritage fr om Ibsen .and, 
his compan ions. _ For the most part, serious drama in the 
last decades of the nineteenth century and in our own 
age ceased to deal with themes remote in time or place. , 
Ibsen had ta ugh t men that drama, if it was to live a tru e 
li fSplts. own, .must, deal with human emotions, with thin^ 


n ear- and- dear -to .ordinary men and women. Hence the 
m elodramat ic .. _ ro manticism and the chill pseudo-class ic 
r emotenes s_alike ■disa ppeared in favour of a . treatment . o.f 
actual.E;^lish-j[ifeyJ^5t>oJLa.D5.tQer3tip.jexIi^^ 
middle- ^asOijfe^l^uidJin _oi labouring-conditions... So 
far as choice of subject-matter is concerned, tlie break 
between the Ion and Virginius of the early romantic period 
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and the Nan and Waste of modern days is complete. But 
difference in subject-matter is not all. With the treatment 
of actual life, the drama became more and more „.a. .drama 
o.f ideas,. ..sometimes veiled in the main action, .sopietimes 
didactically set forth. These ideas were for the most part 
[.revolutionary, s o that the drama came to form an advanced 
Ib 'attleground for a rising school of young thinkers .^^..Revolt, 
took the form of reaction against past literary models, to 
:urrent social conventions, and to the prevailing morality of 
J^torian England.^sWe thus find that sex a nd the problems 
pf sex occupy by far the greatest place in the new drama, 
iharing their position only with tlje problems of labou r 
^nd t he prob lems of youth. For the new dramatists 
p arental authority represented Victorianism'^and outworn 
Ideals; rdnlin tic love represented '^.ilie sentimentalism 
which they were’*'fighting against; capitalism r epresented 
the ^sdcial state which they were bent on altering. The 


spirit of youth, liberated, eager to strike out on new paths, 
breathes in many of these plays. 'Young men struggle 
to throw off the trammels of^ A^'ictorian pr emdice ; 3^oung 
women join eagerly the Feminist movemen t and glory in 
a new-found liberty. v Const antly.. qu esting, constantly rest- 
less^and_^i^^fied,,^eem-,the_cha^a.cte,^^^^ 
sspecially when they are considered by the side of their 
pred^^sors, t he placid heroes and cling ing h eroines o f 
roman tic drama. 'yRomantic^.loye, too, came in for its 
particular onslaughts. Is^ew inyestigations into the mean- 
ing of sex, which gave to the nineteenth century the 
philosophy of Schopenhauer and to the .twentieth that of 
Freud, brought men to believe no more' in love, as it was 
expressed by their forefathers, ''but ' in wha t Mr-Bernard 
Shaw has styled.._th£..iife-Jbr^6n With „the,,.sunderinguof 
those veils of prudery with which the Victorian era had 
clotliiS tfi'Oacts of sex, the new dramatists came to take a 
definitely scientific view ofililfer Social convention, com jg op n 
standar ds of exist ence, s eemed as nothingL_c _ompaxedLwJth 
this fre mendous factj ^nn tracks down the father of her 
children in Man and Superman, and her sister, 'Ann Leete, 
in Mr Granville Barker’s play, throws over Lord John Carp 
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for tlie. plebeian John Abud. Mightily the dramatists loved 
^-^ke Life and Nature play their great parts on the stage. 
The desire for liberty in domestic and in moral circles is 
p aralleled by the d esirjeJEorJ^bertvJn-socialJULfe, Suddenly 
the plaj’wrights be came a\s’are of the depress ing. ..circum- 
sta nces in which the poor .ar.e_fated-to- dwell, they viewed 
the squalor and the misery of the cities ; they looked-afb’und 
and saw the terror of modem civilization. ' 
which has foun d its expression in actual life, was freely 
dealCwth by t h e newe r_schooL-cywicallv~vet>prx)ioundl.\!:j3v 
m en suclT as Air Bernard Shaw, seriously by , me n such as 
! Mr~Ga ls\\^rthY..„^ 

Being a drama of ideas, tlie modern .theatre tended to 
become more static.. The necessity of expressing in the 
three hours’" traffic of the stage a multitude of diverse 
theories and points of view seriously interfered with the 
action of many plays. Inner co nflict _Avas_s_ub stitu ted for 
o uter conflict, and drama _be.came,guieter-.than..hadLl)een_tbe 
s washbuckling romantic theatre. nf—]u:evlQUR_year^. This 
development, as has been hinted above, was a normal one, 
and but betokens the gradual progress by which the drama 
kept abreast of changing conditions. This inner qualit y of 
the modern theatre w as intensified greatly by the re cent 
in vestigations o~f~ p sycholo gT sts. The ,.new study of the 
‘soul’ interested many, and none more than the dramatists. 
In their plays, therefore, they sought ever more subtly 
and delicately to limn the most intricate aspects of the human 
spirit. 

In many ways this inwardness is connected with another 
marked development in modern dramatic art. To expres s 
t hese almost inexpressible Jd eas. emQtions.Jnstincts._which 
t he psychologists have defi ne!dLEpr-us.-tlie-neA v writers foun d 
t hat ordinary direct words were Jnsufficient They found, 
that is to say, precisely the same difficulty which faced 
the mystics of countless centuries before, and they employed 
the ■ same methods for the explaining of their purposes. 
Where direct enunciation was impossible or unsatisfactory ■ 
they had recourse to ..sxjpJb.oJism.*™. This sy mbolism is 
exemplified in the present-day theatre in many different 
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jway^ Some^tiraes it forms merely ^.^^suggestion. ..jn.„an 
otherwise uns 3 ’’mbolic drama ; sometimes, as in the plays 

of Sir James Barrie, Jt, 
domiiiates the \vhole jplpt ^andjall_ die/charactei:s^oJ_a_pa]r- 
ticular^ worJc^ The eleme nt_oJLieajL.wliich_Xord.JD.unsany 
introduces into his weird playlets is achieved rarely by 
direct means; it is sym bmic in essenc e. The__peculiar 
atmosphere of. mysterji'^which characterizes Sir James 
Barrie’s better efforts is secured b y the employ ment of 
almost spiritualistic devices and by the introduc tion o f 
symbolism of one sort or another. It may Jae noted, too, 
that'~thls~s^Tib(nisiir'i's" lirili'zeg''Trequent lv by the rndi^’^rn 
dramatiks for another purpose^; — that of attaining a breadth 
anH’Tmi vei'^ifj^’^morc ""Tirfiic^ ’ "or"acfiie^meh f"ih‘*TT^ r 
plaj's' ■ thah^ iiT the ’ ‘royaV dr amas of the Elizabethan ag e. 
The’^\Hhte]TiprsJs~ihTl'^o^Mi(?rj//o/«?, the^wi ld d u ck in the 
play of that name, tli^rparing waters of the Severn tide 
in Mr Masefield’s I^au, the yyayes^daslupgjn,ceasejess,jfury 
through Synge’s Riders to the 5’(?ff;"the bleak expanses of 
industrial landscape in Miss Sowerby’s Rutherford and Son, 
all give unity and universality to the various tragedies 
in which they appear. Perhaps the dramatists are not 
fully conscious of the end at which they would aim in 
introducing these things; but consciously or unconsciously 
they are employing one of the surest means of raising 
apparently sordid subject-matter on a higher and truly 
tragic plane. 

With the ,increased^,inwardness_jiiust^be-,accounted,_tpp, 
a tendency on the p art of som e_o.f_p.uiiJi.vins.>dramatists 
to [make3iei-r„-pr o. ta.g:onists . not. men,.,..but. unseen -forces. 
Reference here is not t o the ghost-fo r ms _w Jio.j:&;enact-.tlieir 
fa tal s toTy__m.Js!Js..JS/LsiseBd6!!s~J^£e]lone:^~J£oJts^^^ but-.to 
tlije emplo^^ment of soci al forces for the purpose of making 
wider,, and_lai;ger,Jhe.-sphere_oX 4 lr.ama.^ More will be said 
of this in a treatment of Mr Galsworthy’s work, but the 
tendency must be noted here akbne of the chief which 
separates the ^arlier theatre from the latter. 
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(ii) Comedy 

Turning from the dratnc and tragedy proper to the world 
of comedy, we find many marked developments in recent 
years,- -but none of such a decided originality as those 
exemplified in more serious drama. Perhaps that which 
deserves most attention is the_ revival of the comedy of 
manners. In many wa3:s_\ye_seem. now to he ^approaching,' 
a new Augustan .period, _when_xeason.J2ither„tlian™imagina-l 
tion,_common -scnse~rather— than—romantic— nonsense,_wilI', 
dominate Jife__^and_literature..^ Notwithstanding the great- 
development oLdie,.poe.tic,dEama..in recent years, it cannot 
be denied that a. definite .return is being made . to. the witty 
satirical corned}* which rose to full flourish with William 
Congreve in 1700. Oscar. Wilde, ^Mr.. Hepry Arthur-Jones, 
and a number of others aided in the establishment of this 
form of drama once more, and the ..recent successes of T/ie 
Beggar’s Opera^€md oi_T]icJV.gy,pfJlKj'Vpj^^ to mark 
a certain" correspondence in the tastes of th^-pubfic. At^ 
ti mes this, new .comedyuo-linanners. is.almo’sfcTpucely.JancjXul 
and dep^dent. upon wit forJts.being, but .more., frequ ently 
it assumes . a^ .e vhical .and.„bi.ttei:.....tone;..jwhich_._corr espond s 
iri~ifs 'ownJwia}\ to .the_social._pui3)ose of. m ore seri ous plav- 
wrights. The recently produced play of Mr Maugham’s, 
Our Betters, for example, whije jeflec.ting.J:he_style,o.fjthe 
manners, comedj,., Ji.as . in_it.s„apparently-..qmi.catvKsa4;ij.gj^a. 
depth ..and . seriousness .lacldng Jn.>.tlie-,works,j3f.Jlie_seyjen7 
teenth ..century... The J’JgjnzDe,aleK,.^j)trha.])s is nearest 
it in general aim and atmosphere. It is perfectly natural 
that the age should be satiric. Satire will always flourish 
in a society which has become over-civilized, where the 
artificial life rendered necessary by city existence has 
driven men emotionally and morally to depart over-far ■ 
from elemental conditions and primitive impulses. It is 
probable that this satire will continue as a marked feature 
of modern dramatic activity. 

No account of modern drama, can be -complete Avithout 
a reference to the ^Shayian.,. comedy. . Mr Bernard . Shaw is 
a peculiar, admixture of Ibsen .and. Wycherley.^ His aim 
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is as seriqus, hi^anajj'sjs, is„a^^ as tligsej)! any„of J:he 
ni pre so l emn dra matists,. ygLhc cloaks .that_seriousness_o,f 
p urpo se witli a_^gaietj ,^id_a^ wit whichJia s ra rely; been 
equalled _ m an y tim e. AVe may c all Mr..,Sha.\y!s.. . plays 
^c omedies .of pur pose. They. are as laughable as Congreve’s, 
I as stinging as Jonson’s, as profound as Ibsen’s. N o sen ti- 
mentalism is allowed .to. enter..;. jatlicr- is -the „whole-tcnden&y 
intellectual and rationalistic. There is no sing le , co nied y 
in English’ jil5m_1;o_Jhose_^,f,AIr..ShaivjJieJiasJjrou.gh.tJ:o 
the English stage _a^ type of drania en tirely new— a typ e. 

however, which f ew— could— follo-W.. .Unquestionably... ^critjps 

of .ajiundred.3'ears hencc-w.ilLregard-.his..plays.as-One o f th e 
most notable contributloi^^^^^ tp^..the J.heatre, jn our time, bu t 
it is projjable tha t th ey will find o nly.one...or..two,.wjth..wbQni 
to compare^ him. Thc..comed3^.of jiurpose, if it is not to 
drift into mere'~sentimentalism, demands a genius not only 
of a high, but of a peculiar order. 

A brief summary of the main tendencies noted ma3’' close 
this section. Drama, we have seen, has become in our own 
age a drama of ideas. The themes of tragedy are normall3’’ 
taken from actual life, and in the jnajorjt3:_a,.prpbleni^f 
social or__inpral...i,mportjs_prese.nted,b.e.f.oxe...tbe,„spe.ctatoi:. 
With this there is to be observed the rise of symbolic 
elements in the theatre, leading in their extreme form to 
the tragedies of Mr W. B. Yeats. In 'corned}’’ a revival 
of the manners ‘st3Te';hid“ a plentiful employment of satire 
mark the best works of the present century, and Mr Bernard 
Sha\y .has introd uced what is-.YlrJ:uallv._a. new tspe o f dram a 
in his long series of realistically fanciful pla3^s. 


CHAPTER IV 

DOMESTIC TRAGEDY AND THE PROBLEM PLAY 
T. W. Robertson 

■|j — ^VEN had Ibsen not come to teach men his new 

1 -^ technique and his new ideals, the drama in England 

. i J would have arisen out of the romantic and artificial 

rut into which it had fallen. Already in 1865 there were 
distinct signs of an awakening when T._\V. Robertson 
produced his first important comedy, Society, but London 
had to wait eight years after that before Sir Edmund Gosse 
first heralded Ibsen’s genius in The Fortnightly Review, 
and had to wait even longer for the earliest translations 
of that dramatist. Any account of modern drama must 
include Robertson’s name, and even ^although he kep t 
hi mself to t h e, sphere of comedy he must head the list of 
t hose who strove to introdu c^ serious thought and actua l 
living, t ypes In to the'fheatrei "Td=day Robertson is regarded 
asjoutjOjLd^. and certainly when we read or witness Society 
(1S65), ovj 0 u 7 ’s (1866), or Caste (1867), or any of the 
other half-dozen of Robertson’s laconically titled comedies 
we must feel that we have long passed the stage of gentle 
satire a nd of delicate emotionalism which breathes in every 
one of them. There are in Robertson’s plays still .some 
of the old trammels of rcanant ic m elodrama. The high- 
born George D’Alroy is by way of being a jpentimental hero, 
and his marriage with Esther Eedes is wrapped in a halo 
of somewhat unreal sentimentalism. For all that. Robert- 
s on cut adrift f rom-the_pret^ailin g . a tfhospher e of his ag e. 
He deliberateLv-retumed.to'EealJi:fe{CdepictiiigJrLhis_j dramas 

t He aristocr ati c f oible s.*-^ the follies and , vulga rities of the 

i iouveaux rfc /tgj,-the._v.ulgaritie s. . d ifferen t in type but no ne 

t he less blatant, of the p roletariat._ .and- the careless 

absurditie s of tho se he knew so well, the Bohem ians of 
London. All of these are depicted in t he spirit of, satire. 

3SS 




BRITISH DRAMA 


356 


The loudness of the profiteer, Mr Chodd, in Society, is no 
more attacked than the meanness and sonllessness of Lady 
Ptarmigan!: the brutality of Eccles in Caste is not more 
bitterly exposed than the. thoughtless Captain Hawtree 
and the thoroughly obnoxious Marchioness. Rphcrtapn • 
I has^no parti.cular._axe .io.,gDnd„in.,these_pJa3'S,.-£ojJ.ie_ismo^ 
I' .revol uti.onarv. His._crce.d..js_essentially Victorian ♦ h e never 
tires of informing us that East is East and West is West, 
that classes never should mingle, that the working man 
should learn to sta)*' in his appointed place and the 
bourgeoisie have no yearnings to intrude into the often 
impoverished drawing-rooms and libraries of Aristocrat 
Castle. In t his way Rober tson mu st have been e n tirel y 
in accord \yi th th e .sentiments„o.f t he larger moiety of his 
audience,; but his galir^is none the less present, and he 
faces, if in no ver}* profound manner, the social problems 
of_his da}'. Ij;j§_npt_what Roberts oiT|_d j d Jhat.makes Jijpi 
a. jfor erun ner ..of .modejn. . d.rania, „.but_his...tentative_jnetho.ds 
of looking „at,lile-.-, Earlier, Victprians were content to leave 
hfe„ out of the theatre. The rumbling growl of proletarian 
anger they were pleased to forget in witnessing the romantic 
adventures of a distressed heroine and a noble hero in some 


medieval surroundings. RoherJtson_ showed ,.men_._th at l ife 
co uld be b r ou.ght into the theatre for the good both o f 
d rama and '.._oL_specta tors : thar^tlie" problems of soc ial 
existence/were clam ouring for exp ressionJinJiterarv form. 

. J- .. I U~ i» Jnr»~T' «—**«*—**" **** I- t i n 1 1 ip» < »|I, ^ , 1 J 

^^stylef too. Robertson . str.uclea_ne.W-noJ:e- A performance 
of Caste at the present day may seem at times somewhat 


stilted. There are occasional lapses into an artificiality 
of dialogue which savours of eighteenth-century senti- 
mentalism, but for the most part the language is free and 


natural. Our^ f^eelings of d issatisfacti on ari se only from 
th e fact that w e_hav e improved still further o n Robert -- 
son^ .style,,^ We have rai^ack ed the provincial dial ects "of 
Eng land and Ireland, ’ we have studied subtly the possi- 
bilities of Cockney speech' and the speecH^fnd wSf mid dle- 
class suburbia, for .the, purposes, jof., .the. theatre; and we 
have evolved a form of .dramatic.diajogue which is'absolutely 


natural. It was Rober tson who pointed the way to^vard 
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the naturalism of his stage con- 
versations comes as a welcome relief after the impossible 
vaporizings of impossible characters in the romantic melo- 
drama and lifeless comedy of preceding years. 

It is somewhat peculiar that Robertson, despite the suc- 
cess accorded t o Society, Caste, and School fiSGo). seemed 
to exercise pP-Juimediafe influence on the theatre of his 
time. The old styles of drama continued wearisomely to 
play their principal part in the theatrical world, and no 
one rose to carry on the work begun by this author of 
the sixties. At the same time, forces were under way to 
drive romanticism from the stage. Ibsen was being intro- 
duced to English readers by Sir Edmund Gnsse and by 
William Archer, and a new band of pla}^vrights, destined 
to build the foundations of a new theatre, were rising 
to maturity. Sir Arthur Wing Pinero’s first play, Two 
Hundred a Year, appeared in 1877; Mr Henry Arthur 
Jones’ first. Only Round the Corner, in 1878; Sydney 
Grundy’s first. The Snowball, in 1879. Within a few years 
the dramatic world was rubbing its eyes, not with too 
good a grace, wondering at this awakening after its long 
afternoon’s nap of nearly two hundred years. 


(it) Sir A. W. Pinero and Henry Arthur Jones 

Sic^Arthur.. Wing ..Pinero deservedly holds one of the 
chief positions in the world of what we may style pre- 
modern drama. His place has been taken by other play- 
wrights more revolutionary than he, but his influence on 
the dramatists of the eighteen-nineties was enormous, and 
is still exercised on more than one present-day writer. 
Sir Arthur Pinero’s work is of a very varied quality and 
style. His theatrical efforts are numerous, extending from *■ 
his first farce of 1877 to the fanciful Enchanted Cottage of 
1922. Among his forty odd plays there are a number of 
adaptations, such as The Iron Master (1884), taken from 
Olinet’s Le Maitre de Forges; there are, too, lighter pieces, 
such as the farces with which he started his career, and the 
comic opera, written in collaboration with J. Comyns Carr, 
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The Beatify Stone (1898). He has pure comedies, such as 
The Magistrate (1885), and sentimental fantasies,, such as 
Sweet Lavender (1888). These, however, are not the 
works which entitl^iim to a prominent place in this section. 
With.JZr//<7_^g.»y:<L,in „i_88i_he_turned_tp.J:he,4nore_seri^^^ 
re alm of t he _ffyfl7t2g...and.- approache d t ragedy, in 
^raf/iJl'written 18S7; producedj^89). These were followed 
by The. S.ccond„M rs XfinQU^nay. ( 1 893 ) , T heJ^j)tojd otis M rs 
EbbjjniJh^ iSgs ) 1901 ) , a nd M id-Chamiel ( 1909) . 
f All of these are alike in dealing . with . probems of socia l 
in^a_manuer»J:ragic_or,„approaching„.to„.theJtragic. In 
style they are marked by the same features which .distinguish 
all the Pinero plays — excellence of cons tructionV' It is a 
fact, however, that in the world of the drama construction 
may be too excellent. It may rise to such a pitch of 
perfection that it becomes positively mechanical, pr.e nch 
W.riters...5uch as Sardou, Scribe, and Augier had taught to 
playwrights the secret of this construction. Dramas were 
rolled off ceaselessly to a set plan. Character, incidents, 
exposition, climax, and denouement — all were governed by 
certain laws, and once the mould was secured plaster-casts 
could be struck off almost indefinitely. Sir, Arthur Pinero, 
starting his work at the age of twenty-two in 1877, Jiad, 
learned much from t his schook _and the construction of 
air'hi.s,j'ater..,play5. .show,s..its Jjanef iil.'eff ecir' ' His clfafaci#S 
are often ‘theatrical’ rather than real; his sit uati ons have 
an unnatural atmosphere ; the development of his . plots 
bears witness to a somewhat mechanical rigidity. The 
fetters of^the mid-nineteenth ce ntur y stilj hinder his free 
progress toward a more dominant art-form. It is typical 
of this meclianical structure that The Profligate was provided 
with a double ending, by which the curtain fell either on 
unmitigated tragedy or on a conventional happy ending where 
the hero is forgiven and all is well. The vicious taste of 
late seventeenth-century drama, which influenced Suckling’s 
Aglaura and Howard’s The Vestal Virgin, was not lost 
even in 1889. 

These weaknesses arising out of an excellence of con- 
struction which becomes dully mechanical are paralleled 
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by another notable trait in Sir Arthur Pinero’s more serious 
work. JELejieals.wjth the stuff of tragedy, but rarely in a 
tragic manner. To understand this aright we must return 
fo'r a'moment to the question of the dran/cV'^he drainc, 
that form of pla}’^vrighting which was invented in the eigh- 
teenth century, provides a perfectly novel and legitimated 
sphere for tlie dramatist. The drame is simp l y a serious , 
proble m-pl ay wher.eL-theje motions ne ver-riseJ o tragic heigfit' 
and where t he, JnJbaxmQn.u.Avith-.thc^gene3:al ' 

atmosphere of the plot . Drame and tragedy can rarely, 
if ever, be mingled. They are distinct in their separate' 
realms, and a confusion of tlie two can lead only to disaster. 
The emotions of tragedy are those primarily of terror andj 
awe, allied to a feeling of pre-eminent majesty. If thesej 
be lacking the resultant play will fall into that unhappy 
ground inhabited by so many of the tragic dramatists of 
the Augustan period. It cannot be too often insisted that 
pity and pathos are not genuinely tragic emotions. Both 
may appear in great tragedies, but then only as a relief 
to larger and more soul-consuming passions. ItJlS-..rare 
t hat in Sir Arthur Pinero’s dra mas we meet with those 
passions. His pl a-V.s.jexist>mainly.,on-a-pr.Qble m. implied or 
st ated, an d on t hejemotiQiuo£..pLttt. 

The most notable example of this is the famous JThe 
Secon d Mrs Tanaucrav, This play deals with a problem of 
life, the problem of a man (Aubrey Tanqueray) who mar- 
ries a woman (Paula) whom he loves, but whose past he 
knows to be deeply stained. The plot is well worked out, 
with the aid of subsidiary characters such as Ellean, the 
daughter, and Cayley Drummle, the good-hearted friend, 
ending with the suicide of the unhappy Paula. Rising to a 
height of emotional tension in that famous “I’m sorry, 
Aubrey,’’, it yet fails to stir those deeper passions which the 
highest tragic art brings to us. The author succeeds in 
bringing tears to every eye, but the greatest traged)^ soars to 
a lofty expanse where tears are useless, and only dry-eyed 
fear and awe can dwell. 

^Y■ellr^yJitt en play.._ butjtJsjioLa~gr.eaU;r.aged.v — Noiwcanurwe 
style it a drame . It fails in the final test, striving at 
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tragic emotion and succeeding only in the calling forth of 
pathos. 

Th e P rpfli aate^.. even despite the unfortunate conclusion, 
raises something of the same dissatisfaction in our minds. 
The problem is similar. Dunstan Renshaw has in the past 
sowed his wild oats freely, and his harvest is reaped when 
he is faced, the night before his marriage to Leslie, by a 
woman whom he has deeply wronged. Again there is the 
same pathetic situation, and again, because neither Laura 
nor Dunstan are trul}*^ great characters capable of that 
intense nobility which characterizes the highest tragedy, 
the play sinks to a level below that of the most majestic 
art. 

It is needless, perhaps, to analyse in detail the rather 
darker The Noto rwus.^M rs. _Ebb_smifh_.pr,J[rjs^ These, it 
is true, are possibh’^ finer in conception, because the de- 
velopment of the respective themes is more in accordance 
with the spirit of each play. Here the conclusion is not 
essentially tragic, and there are fewer attempts to secure 
the tragic atmosphere in character and in plot. 
plav^ therefore, along with Mid-Channel, belone distinctly 
to,,the^ealm..oL.the™d;'^j«e,,.aud are for that reason more 
of coherent unities, in which the aim and the execution are 
in harmony one with another. 

Whatever failings Sir Arthur Pinero has, however, he 
must be acclaimed by all as a_mas.ter..o£,his„CEaJEt. 
too,.one_oi,J:he.,chiefJigurgsJti.thej5ringing„back.,ojLdr.ajTia 
^^tb_jnore^atural„r.ealms._„He»Jias-,contnbuted— tOAvard^the 
^ intimate treatrnenLof -lif e!i^problems-in-dramaT-and-toward 
^the— introduction~of- -^.'’dialogue -A^-iv-id-and -realistic. With 
him must be associated Mr Henry .Arthur.. Jones, likewise 
a plaA^vright of diverse styles. Some of the latter’s most 
brilliant plays are co medi es of m anner s, and his greatest 
success was a .n^elodr.am.a,._J‘/ie Silver King, which attained 
great popularity in 1882. It i s, however, hi s more serious 
work that claims attention here. That serious 'worlT he 

I I I - . - r '■ HU I M L ■_ I ni iri .11 r !*• *“• ' 

began with Breaking a Butterfly (an adaptation of A D oil's 
House) in 1884, and continued with the original Saints and 
Sinners (1884), the powerful but strange Michael and his 
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Lost Angel (1S96), the problem play Mrs Dane's D^e^ipe 
(1900), and his more recent work The Lie (1914). '‘^mis 
on d ..SinncKS^ in spite of many esse ntially melodramatic 
features, was a more remarkable ^y”in’T8S^Kair'772<7 
"Profligate was in 1S89. It takes for its sphe re the En glish 
middle .flas is _ i ijij a provincial town, introdu cing as principal 
ch aracters ‘•H ogg ard. the ruthless smail-businSsTnah7~and 
Prabble. the m ean littl e grocer of low memdity and outward 
go dli ness . Into this atmosphere comes the ^gure oT Letty,' 
daughter of Pastor Fletcher, and 5)’mbolic of ideals and 
desires above and be3’ond the sordid environments of 
Hoggard and Prabble. In its deyelopment the drama 
takes a double course. On the one hand, we are presente d 
with a s et of eveiiY.day-^pi:oblems.^theJbatred.. of_the petty 
sho pkeeper at the larger Co-operative Stores, the meaning- 
lessness, of conventional Puritanism," the rapacity arid 
povert)' of soul in middle-class society. Oiitjae other, we 
are treated to a somew hat melodramatifi»‘'ttory in which 
Letty is betrayed by a high-born villain, ‘ one Captain 
' Fanshawe. Letty dies, but not before tliere is a scene of 
pathos in which her true lover, George Kingsmill, has 
returned to breathe his most generous of sentiments. The 
two moods hardly go together, but they are indicative 
merely of the fact that in 1884 the drama had not succeeded 
fully in emancipating itself from the shackles which had lain 
hea^'y upon it for nearly a century. The atmosphere of 
soul-poverty was continued in Judah (1890), a much more 
finely written play, and in Michael and his_ Lqst_ Angel 
(1896), which the author does not seem to be wrong in re- 
garding as his greatest play. There is here the true stuff of 
tra gic passion, a nd if the main characters seem too ordinary 
and uninteresting there is a genuine spirit of greatness in th e 
t reatment of the plot, Audrie Lesden is certainly one of 
the most memorable figures in the sphere of domestic 
tragedy, although the play is spoilt, as Mr Bernard Shaw 
in his Dramatic Opinions and Essays divined, by the weak- 
willed character of Michael, who is apparently inconsistent 
with himself. Instead of the true stuff of tragic drama 
we approach again the sphere held by s'o many playwrights 
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of the eighteen-nineties. ]^^^:.Dxxndst‘JD€f-ence^\s less of a 
success, despite the esteem in which it has been, and is still, 
held. No one can deny that the powerful scene in which 
Sir Daniel Carteret divines the secret of Mrs Dane’s past 
is a powerful one, full of tension and dramatic interest, but 
the play as a whole sinks to the levels of artificial senti- 
mentality, Here Mr Jones, striving to imitate Ibsen, has 
depicted a problem which simply does not exist. Mrs 
Dane’s past contains nothing that is strikingly terrible, al- 
though earlier Victorian consciences might have been shocked 
at her Viennese episode, and there seems no necessity for her 
sentimental return to her son in the last act and in the 
pretty touch of Janet’s kiss. The play, that is to sa}^, be- 
longs to the eighties of the last century, not to our modern 
age', and in writing it perhaps the author showed that he 
had come to be out of touch with the rapidly moving social 
consciousness of his time. 

The social satire enshrined in Saints and Sinners, as in 
Mr Jones’ other serious plays, is not entirely confined to his 
work in tragedy and in the sphere of the drame. Purpose 
breathes through all his productions, and in dealing with 
his comedies of manners we shall have occasion to note 
how earnest is his social aim even in his most laughable 
productions. 

It is perhaps a certain step back to chronicle the dramas 
of S\'dney Grundy, who for the most part confined his 
activity to adaptations from the French. Of his forty 
plays only some two dr three deserve independent mention, 
but those two or three sho\y that Grundy had a more 
original mind than one might have guessed from the great 
bulk of his work- His claim to stand beside Sir Arthur 
Pinero and Mr Jones, even as a le^r brother, will depend 
largely upon A air of Spectacldf^iSgo) , taken from Les 
Pettis OiseauA- of Labiche ^d'DSacour, A^.ol^s^Ramdisht^ 
(1892), Sowing the and A Bunch of Vio lets, 

suggested by the Montjoye of Octave Feuillet J^fonB of 
these are great, none of them deserve individual compari- 
son with Michael and his Lost Angel or The Second Mrs 
Tanqiieray; but they are all symptomatic of the. movement 
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of the age. The first is a. commentary upon so cial affairs, 
t he second a pure domestic tragedy , the t hird a prob lem 
play on the subject of illegitimate children, the last a 
melodramatic domestic problem drama. All are alike 
affected b y melodramatic touches — ^Ijy situations impossibly 
conceived if theatrically effective in a' lower way; by c h ar r 
acters-planned after the manner of 'the villain-hero-heroine 
school; by undu e, sen timentaliain : ahd^ b)^ lack of organic 
form. A number ^ol^doiiflicting iiiadents take from the 
concentration of ^ Fool’s Paradise, and along with the 
terrible story of the attempted murder of a husband by 
his wife Grund}' saw fit to weave a stor)' which introduces 
us to a perfectly cut hero, as animate as a tailor’s dummy, 
and a beautiful maiden who smiles through her tears of 
distress in the last act on discovering that she is a real 
heiress. Wedding bells and spring flowers mingle with the 
dull toll of the funeral bell and black crepe. 

All of his plays are marred by a similar inconsistency 
and by z .failure to draw character. We can believe neither 
in the villainy of the wife in A Fool's Paradise nor in the 
’ loving kindness of the husband. No more can we believe 
in the sudden transformation of Benjamin Goldfinch, in 
A Pair of Spcciacles, from his cheery old optimism to the 
soured and bitter misanthropy of the middle acts. This 
latter play is certainly fanciful, and reaches at times the 
levels of farce; perhaps we ought not to judge it as we would 
judge the other dramas. At the same time, where we have 
impossibility of character-drawing we can have no serious 
drama. Grundy in general may be looked upon as a suc- 
cessor of Scribe and Sardou, of Boucicault and Taylor, 
rather than as a companion of Sir Arthur Pinero and Mr 
Jones and Mr Shaw. For him Victorian ideals still held 
their force as of yore, and all the revolt, the questioning, the 
extravagance, of the later drama was foreign to him. 

It is impossible here to deal with all the many dramatists 
who gave something to the development of the play of 
ideas. Men like Mr C. Haddon Chambers, whose work 
stretches from One of Them in 1886 to The Saving Grace 
in 1917, and like Mr H. H. Davies, author of A Dream of 
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Love (1898) and Outcast (1914), must here be passed over, 
not because they did not do something fbr the theatre, 
but because there is space only to deal with some of the 
more outstanding writers. In surveying the dramatic 
literature of the last thirty or forty years, we note that 
there are few contemporaries of Sir Arthur Pinero and of 
]\Ir Jones ; the men who were to carr)^ on their work penned 
their first plays mainly in the nineties of the nineteenth 
century and the first years of our own. Of these men there 
can be no question but that Mr George Bernard Shaw is 
the chief. Mr Shaw’s drama, however, follows a bent of 
its own, and must be considered in a section other than 
this. It is, at the same time, to be observed that his 
trenchant genius has impressed itself deeply upon the age, 
so that many playwrights whose works otherwise fall into 
a category quite apart from his own show themselves in- 
fluenced by his dominant ideas and by his treatment of- social 
life. It is useless, perhaps, to make any distinction among 
the various dramatists according as they wrote their first 
plays before or after 1900, and, while we must note that 
styles were rapidly changing in the twentieth century itself, 
we need not make any dividing line with the period of 
the War. 

(iii) John Galsworthy 

Within the realm of the drame and the hourgeois tragedy, 
however, we must draw some sort of a line between the 
typical work done for the London theatres and the typical 
work produced at the Abbey Theatre, Dublin. Men like 
Mr St John Ervine help to bridge the gulf, but there is 
something in the Irish plays wholly lacking in the English, 
something which expresses itself in a richly imaginative 
treatment of the most sordid themes and by a tendency 
toward what can be called only by the name of mysticism. 
The English playwrights first may challenge our attention 
here. Of these dramatists Mr John Galsworth y, .Mr,„Gi:an- 
ville -BarkerT- and Mr J ohn Masefield are ' undoubtedly the 
most important, the first tW-O-fo x-their treatment of domestic 
and social probl ems, the last for his attainment of a high 
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f orm of problemless domestic trage dy. Mr Galsworthy’s 
dramatic career began only in i gbg w ith the production of 
The Silver Box, and the style he adumbrated in that play 
was brought to even greater perfection in Strife (1909), 
Justice (1910), The Pigeon (1912), The Eldest Son 
(1912), The Fugitive (1913), The Mob (1914), The Skin 
Game (1920), and Loyalties (1922). This list, which 
omits many lesser works, shows IMr Galsworthy's keen 
dramatic activity, and when it is remembered that these are 
among the most unquestioned literary successes of the 
twentieth century we realize that he is a dominant force in 
the present-day theatre. 

All of his pla)*s exhibit the same features — ^the omni- 
presence of a fundamental social problem .cx nrcsse d-i n^ ,.a 
severely natural, m anner. wi thouLstraining of situa tions _o. r~' 
e xagger ation_Qf_fina l .issues; a corresp ondi ng naturalism ' 
ojL.diaIague.Jeading..atJtimes„to_au_apparent_ondi|iaxin.e,s,§'; 
*'-a native. J<indli.ness .pf.Jiear.t_added_tOL the . sternness of _the - 
truejtragi.c_artist;ji ancLa-CQmDlete_abs ence of sentime ntalism' ' 
<ij:en_when..pitiful-scencs-.are introduced These form the 
most marked outward features of IMr Galsworthy’s realistic 
theatre, but there is one other quality which is often over- 
looked by his critics. The very titles of his dramas give 
a clue to this feature. It„is not of Macbeths and Hamlets 
that !Mr Galsworthy writes, not even of Dr Stockmanns 
or of Nans ; hjs^ characters are all ordinary, commonpla ce ' 
meiiiind. women such as we might meet with every day. 
Sometini,qs, J [ ndee d._instead_o.f_being above they seem , to 
be. b elow the general level of human intellect and of human 
power. This has led a number of critics to ques tion , th e 
Tor ce of his tragic appea l. No* great hero is presented to 
us in these plays, tliey say; therefore our highest passions 
are not called but as they are summoned irresistibly forth 
by King Lear and Othello. These critics seem mistakenly 
to have stumbled upon what marks out Mr Galsworthy’s 
tragedies as distinctive in their time. Instead. of takingyas 
his„ heroes .the ..men of individualism, he has adopted the 
faiths, -ideals, ...and>..f orces -of -modern 'rsocial life;; •^’'In^.thls,, 
perliaps. he is but expressing more forcibly than.„Qthers a 
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tendgncy_vi^ye_ey.ei;y,^^^ When Mr 

Bernard Shaw reduces that old Victorian ideal, Napoleon 
Buonaparte, to a rather ordinary human being, and displays 
Cleopatra as a kittenish young scapegrace, he is but doing 
cynically what Mr Galsworthy would do seriously. The age 
of hero-worship seems to have passed by. IndiEidualism 
... and the__passjoiT...ior,.lndividuaii sm was a Renascence pro - 
duct :to-dav.,jn..ourJbiadbl.v-..civilized'.ag.e._the. fai th and th e 
cl ass see m_Jo..-^.w.allaw> 4 ip.^the.^p&r.sonalities.,wiiQ_.a re bqr n. 
PtJKd]yP~thLow„theins,elyAsjutQjdus„or...that.Jcno,yen3^^ We 
do not now stand aghast at a Napoleon; our terror is 
aroused by forces which may seem dominated by one single 
figure, but which we realize are, after all, that Q ne__man!s 
invincible m aster. The class-war wh ich faces us to-day 
is not the creation of capitalist or communist; it is the 
creation of twentieth-century social conditions! The power 
of the^Ja^_which at times seems to crush down the un- 
fortunate and the innocent as well as the guilty, is not 
the work of one man or even of one body of men; it has 
an existence and an independence all its own. . The in- 
tangible t error of the mob sjjjr it does not depend on. the 
will of any one individual forming that mob, but upon 
- some unseen presence which transcends and transforms all. 
I n this world of ours we oftentimes question that line of 
Shakespeare’s which gave Sir James Barrie the title for 

one of his recent plays ; 

» 

The fault, dear Brutus. i s _nnLJn,_our star s. 

/ But in o urselves, that we iinder1ii?^s, 

and if we do not share Kent’s view that 

It is the stars, the stars above us govern our conditions- , 

we are tempted to believe that civilizatio n . has grows T 
s o huge, so vast , so majestic, tha t- it crjishes— mankind 
misefablv~Eaieath itj^^t is this truth that Mr Galsworthy 
would teach. Tfijergoy.ernpr_and.^.thejivarder.s„af4he4^^^ 
in^ijstics. are not inhuman brute s ; the business men ar e 
- not graspin g mat eriali sts.._callo.us_ and liard rhearted.; _}!et Jhe.sp 
^ men., are t he tools o f_jdestinv_._jrjbe--,pitiiuLJ -ij_ 
caught., in the toils-o f a force wh ich .Jirans cendT* all the 
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characters in the drama ; they are not the direc t cause of his 
fate;„.his...fate..depends upoiTsociety. TJie jplace that the 
/yrant_topk in ancient days is assurned by an invisible yet 
f omnipresent force of civilizatioiftJl>^ 

•■‘>^^This leads us to the questiondbf Mr Galsworthy’s tragic 
appeal. Jud ged by the standards of G re cian _and_Eliza- 
bethan art~T ns... plays are not high tr agedies. There is in 
them np_.single hero who stands forward as a dominant 
figure, rising to a loftier height than his fellow-men. But 
we cannot judge the art of the present day by the standards 
of the past. That was the error of the pseudo-classical 
critics of the Augustan period. Ii_ we co me.. to._esse ntia ls 
we find th at 2 ^Ir Gal sw.o.rth y _’s-play s,do not fall, as Sir Arthur 
P inero’s fall, i nto pathos Thp author possesses, despite 
hi s kindliness of heart, a genuine tragic firmnes s. We do 
n ot feel pit^^ for.,t lie-fate-nLJiaIder_ so . m u ch ar’we feel awe 
i n contemplating t hejtnightx^.-niillstQnes_of_Iustice._ grind ing 
exceeding small, ruthless and fateful in their silent power. 
The trag ic atmQSphei:e..dominates_the_pl.ay-; - tears are usele ss 
and vain. ._The herpes of Mr Galsworthy’s dramas are the 
•’^unseen fates of modern existence^? against which we, poor 
’'"mortals, can but pitifully cry ourln moments of desperation 
anldTidfror. 

All of these dramas depend upon a social problem of 
this sort. T hp Sikmr Enx deals with the old adage that 
there is one law for the rich and another for the poor. It 
is not, however, that Jack Barthwick, the happily born 
thief, is so thoroughly a rascal, as that he finds himself in 
circumstances over which he has no control. During the 
police-court scene, when the magistrate tells. Jones, the thief 
of no connexions and no money, that he is “a nuisance 
to the community,” Jack Barthwick leans from his seat 
and cries, “Dad! that’s what you said to me!” Both 
father and son realize perfectly that Jones is being badly 
treated, that he and Jack should, in a just society, have 
received the same punishment; but circumstances will 
it otherwise. Th e one is a ric h-nianls~.son4-4heujtheiu.is . 
a __nobqd v. - Society^^jjjaLJimg^ 

that the rich shall be preferred to the poor. So in ^trif e. 
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Mr Galsworthy does not make either Anthony, director of 
the company, or Roberts, leader of the workers, a man who 
governs events. Both, possibly, possess iron wills. They 
have determined to fight to the bitter end, but thev are not 
indiv id.ualities.as-the^Shakespearian heroes w ere. Anthony 
take s Jiis...streugthJ[rjDm_vyhat may be called the capitali st 
Taith,. Rober ts takes his from the fji ith of the reb els. Fii nda» 
mentally, ea ch is incapable of doin g ot herwise than he does. 
This play well illustrates Mr Galsworthy’s fine treatment 
of7that trernendous .impression of waste which Professor 
Bradley so ably discerns in the Shakespearian drama All 
the modern author’s tragedies gain poignancy from this 
impression. Strife e nds__withLJivaste d .■lLv.es-and_a-settle- 
ment the terms of which are precisely the same as those 
proposed at the beginning of the struggle. I n Justice we 
feel the waste implied in Falder’s suicide, and the same 
spirit is trenchantly expressed m The Mob. T ljCLMIgeoji, 
The Eldest Son, The Fugitive, and Loyalties are .all alike in 
producing this atmosphere and in making the faiths of man 
his masters. In The Pigeon^t is a question of the vagabonds 
and the poor. In The Eldest Son it is the problem of 
morality as applied to rich and to poor. The Fugitive 
treats of women’s position in social life. The spirit of the 
crowd and idealism dominate The Mob. Loyalties is a 
study in racial pride and social convention. In not one 
of these is a true hero, yet all are full of heroes. Jbti.alLth& 
tragic-impression-is-sur^^ecaus e of this sense of s u p er- 
human forces and, of the waste involved in t h eir clash an d 
conflict. I n the s.e_j^Yavs__ Mr Galsworthy’s dram a, true^ a^ 
i t is to the._fines.t.. traditions of tragic art, is fundamentally 
modern, expressing to this ^e the^spiriF o’Ohe^tjyenfiHE^ 
cen tury _as„Shakespeai:e-is-trag€dies-.enshrine(lJ:he..spjrr^ of 

the Renascence. Dur study of drama, if it is to teach us 

anj^hing, must teach us to be prepared to welcome new 
developments' in that art which, above all others, is most 
sensitive to the ideals of the age in Avhich it is born. To 
attempt to imitate Shakespearian drama now, in its original 
form, would be as absurd as to plead for a return to the 
stage-coach in place of the locomotive. Man wishes for 
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means of conveyance in all ages ; the desire was the same in 
ancient Egypt as it is to-day, but the means are different. 
So i n trage d y -the^i undamental p assions remain..,unaltered 
f rom century to century, i nfoo ningu.the.jtv,ork of Ibsen_as 
t hey inform ed the work of ^schylus : only the nieans 
w hich JEsc hvlus used_to_ arouse..,tliose.>.paasions„bcar the 
same-.relatiDn.J:o-the-jneans~.Q£-Ibsen-that-a- chariot, does 
t o an . .aerpplanc. The one is the perfect expression of 
Grecian life, the other of modern, and, while, we may still 
appreciate the worth of the more ancient, we realize that 
it will be inadequate to cope with the changed conditions 
of a modern consciousness. The demands are the same, 
but circumstances„have_j.ltered the me dia and the idea ls 
and the means of expre^ion. 


(iv) GRANVILI.E Barker 

The career of Mr H. Granville Barker began somewhat 
earlier than that of Mr Galsworthy, his first play, The 
Weather Hen, written in collaboration with Berte Thomas, 
having been produced in 1899. His dramatic output is not 
so great as that of his contemporary, and includes a number 
of lesser pieces, of which the delightfully fanciful Prunella 
(1904) written with Mr Laurence Housman, and The 
■Harlequinade (1913), written with Mr D. C. Calthrop, are 
the diief. His greater plays, in which he has most fully ex- 
pressed his personality and his ideals, number five in all; 

'^J The Marrying of Ann Leete ( written 1899; produced 1901), 
The Voysey Inheritance (1905), Waste (1907), The 
Madras House ( 1910), and the more recent The Secret Life 
( 1 923 ) . TJiese, Jike_,m9^t jDjUJieJ)(»t-TOQdeoa_pla.y.s,_.C^ 
cx^.S,e.-^l4l9JAlnant.pr£)blenijadLsQci9LIife. The first is a seri- 
ous treatment of a theme dealt with amusingly by Mr 
Bernard Shaw. The life force, of which the latter speaks so 
often, is enshrined in the hearts of George and Ann Leete, 
who look with disgust upon the convention and hypocrisy 
surrounding the social culture of the time. In contrast 
with them we are introduced to Lady Cottesham, the 
elder sister, whose marriage of convenience has brought 
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nothing but misery and soul-barrenness. The two younger 
people strike out against the domination of convention. 
George is the first to find a will of his own. Stepping from 
the highbred, and, let it be said, somewhat vulgar, sur- 
roundings in which he has been reared, he actually makes 
himself a rival to John Abud, the gardener, for the love 
of Dolly Crowe, a common farmer’s girl. He is successful 
in his wooing, and, in the midst of universal excration, 
he marries her. Ann, meanwhile, feels the spirit of revolt 
burning in her breast. She is destined to wed the vacuous 
Lord John Carp, and it seems as if she will be dragged into 
a loveless marriage such as will please her father, when 
suddenly in the queerest way her whole being is illuminated. 
John Abud comes to bring the news that George’s wife has 
brought a child into the world. What happens nobody 
can tell, but light flashes into Ann’s heart, and, forgetful 
of the eminently desirable Lord John Carp, forgetful of 
parental wishes, she scandalizes every one by requesting the 
gardener to marry her. She has found her mate and she 
is freed. 

This pla)'-, as is evident, has about it a LQiich,p,f jf^pjJ^l- 
ness. At moments we might imagineThat we are wander- 
ing in the dim-set garden of Prunella^s dream-house, ^hut 
the rea listic-.purpQs&Js^ev.ident. In it we find the perfect 
expression of a certai n reLalistic-fanciftil„ai:t.-.diffiGult-«^f 
attainment and rar.elv-^pr-actised-. The Marrying of hnn 
C^te AS unlike any of Mr Granville Barker’s other ,, pl ays , 
whicli depen(L-.ess€nt-iallv~^onL_absol ute fidelity t o__nature. 

once more we come upon a 
theme similar to 'one of Mr Shaw’s. Mrs Warren's Pro- 
fession deals fundamentally with the same problem as that 
which Edward Voysey had to face. He is an idealist, and 
he hates his father’s business and business methods. When 
the time comes that his father dies, and he is left with an 
inheritance which seems to him little else than misery, he 
is confronted with much the same difficulty as that which 
confronted Vivie Warren. He would rather go to prison 
than continue the sham. Mr Grany jlle...JBarlcer!s..^lav 
emphasize — ^not with one might}'- sledge-hammer stroke. 
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but b\'-'a series of mallet-tappings— r:tbe_.sense„of. c rushing , 

belittling imprisonrnent^.,„\yhich ^he, along,, .with o ther 

,.;t^matis,ts,^feels„in ^presentKlajJi fe,_the. seeming, futili.ty„of 
hi.gh er . ideals ._the„desire.Jor.JE,reedom^ttie^passionate-spirit 
o_f jevplt. The answer which he gives to his problem, 
however, takes the form of a compromise. Beatrice Voyscy 
has battled out her own way to seeming liberty and has 
succeeded only in hardening her feeling, in making coarse 
her inner nature. In the struggle her soul has been seared as 
if society had sought to take vengeance upon her and had 
branded her with the brand of Cain. Obviously the author’s 
real sentiments are given to Alice Maitland, who. standing 
beside and comforting the broken Edward Voysey, pleads 
for no e.Ktreme course. She sees as plainly as the others 
the miser)’ and the squalor and the crass barrenness around, 
but, unlike the rest, she sees, clear-sightedly, that society 
will take its toll of any who strive too ardenth* against it, 
that in this civilization of ours it is our onlj- way to rest 
content under man}' of the slings and arrows of out- 
rageous fortune. The s olution. ther e-fore,._ while it is not 
definitely unhapp y, has about it something of the despair o f 
. &agic^art. 

I n JVasl c, perhaps, Mr Granville Barker draws neares t 
t o Mr Galsworthy. Tlie problem is here o ne . of ^x, such 
as dominates the whole of modern drama, and which 
already its author had introduced as the main theme in 
his Marrying of Ann Leefe and as a subsidiary motive in 
The Voyscy Inheritance. It is that of the woman with 
no motherly instincts faced by the philoprogenitive man. 
Fascinated by the outward beauty of Amy O’Connell, 
Henry Trebell, a brilliant young politician, falls in love 
with her. She is to have a child, but, unable to face the 
duties of motherhood, seeks illicitly to destroy it. The 
operation proves fatal both to herself and her unborn 
baby. Meanwhile, her action brings disaster to Trebell. 
He is on the eve of great political advancement, but Amy’s 
folly -causes him to be politically ostracized. He is faced 
by cold looks, and his advance is stopped. The loss of the 
child of whom he had thought, so much, and the .blow to 
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his political career, prove fatal to him. He sinks into 
despondency and despair, and in a moment of extreme 
•misery commits suicide. The t ragedy, as a ^ who le.. is. iulLof 
the most.jmnenetrable gloom: hardly a ray of hope serves 
to irradiate the darkness of the life dep ict ed W li ile in 
some ways the wor k^is akin t o Mr Galsw orthy’s art, in_. 
many others it. is \yholl3f_antagpnistic to it. Mr Galsworthy 
has little interest in sex themes as such; and in this play 
there is little or no appearance of these social forces which 
Mr Galsworthy madejiis heroes. The play fundam entall y 
is *a"]d 6 mestic tragedy witli~Treheir"as~'arrindlvidual hero. 

It is he who dominates the entirety of the work; it is he, 
with his vast powers thwarted by fate, who gives majesty 
Uo the tragic conception. Here, jf anywhere, \ve have_m 
■■’modern dramatic art a return to the Shal{espearian-t3'pe. 

. The MadrasJjljpusc returns rather to the problem of social 
forces^”” It is a much more complex play than an3’ of the 
others, involving a greater number of prominent t3'pes in , 
its folds. The Huxtable household at Denmark Hill in- 


troduces us to the slightly rebellious Julia and Jane, 
the more rebellious Philip, the conventional Mrs Huxtable, 
the miserable Mrs Madras, and the socially impossible 
Constantine. Nor is this the onl3>^ field of action. Another 
sphere of interest surrounds the firm of Roberts and 
Huxtable with its prim Miss Chancellors and its rebellious 
Miss Yates, typical of a whole world of life independent 
of Denmark Hill, yet fatally linked to it. “Depressing,” 
the ordinar3’' unthinking man in the street would say on 
witnessing this play, • but that would only be because the 
ordinary man in the street finds that his imagination cannot 
be aroused even by the force of art. The Madr.as. House, 
oysey InheriiancejAs a damningJndictment 
of ce rta i n sp heres....of .modern JjJFe, _and .the.indictment-should, 
as Mr Granville Barker. wishes, .,cause..us„to^think and.ponder. 
In reality, however, the individuality of a single man can 
do nothing. The free independence of a Constantine 
Madras may win for its possessor a certain modified liberty, 
but that liberty, after all, is selfish. The higher idealism 
.'of a Philip can do naught against .the deeply .entrenched 
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and heavily fortified fo rces of so cial custo m and of social/ 
prejudice. Here a c ertain^atmosTni.ere. ..as .. oL.M r Ga ls/ 
•\vorthyis_invisible_,presences,cQmes>.to-tinge..the..drama with 

i ts da r kened sh apes. ' 

Mr Granville Barker’s theatre is a thing of its own, yet 
bound by many ties to the dramas of his contemporaries. 
He is probably a_gj:eater-delineatorjDf_character;.'itIian,any 
of those with whom' we'h~a^-e just dealt, and, he has carried 

the fealistic^ style to ftfie" utnios.t„bounds. of .perfection His 

plays seem. even..,more.,so.tlian ..those of -Mr.-Galswoctiiy, 
to be Excerpts from life,'^^* The curtain ri.ses, and we seem 
to 'he actuall}' and not . fictionalh’- in the drawing-rooms of 
upper middle-class society. The dialogue is the dialogue 
of ordinary men, ' the native brilliance of Mr Granville 
Barker’s st3de being restrained so that the naturalistic 
effect ma}' be the greater. This produces a powerful,- 
atmosphere of its own; no man h as . succe.ededj?.ett.er^iix 
reproduci ng in dramatic form that crushing litt lenesfev:'<^iich 
dominat.ed..so_many English Jiomes in the ni neties_o f the 
lasj: cen tury and which ■ S till, in t ho se dismal realms called 
suburbia,, exercises its bane f ul effect upon the many miser - 
able beings cabined -and- confined jn..a-prison_which. Edward ■ 
Yoysey saw was worse than Wormwood Scrubs. 


(v) John Masefield 

The third great dramatist of the domestic school whose 
name was mentioned at the beginning of this section is 
Mr John Masefield, creator of The Daffodil Fields and of 
Reynard the Fox. Mr Masefield’s plays number fifteen in 
all, and include not only The Tragedy of Nan (1908) and 
Melloiiey Holfspur (1923), but also poetic fantasia and 
almost classical decorum (as in Esther and Berenice, both 
1921, adapted from the famous seventeenth-century trag- 
edies of Racine). It is The Tragedy of Nan, however, 
that stands out chief among his dramatic works, sharing 
as it does to the greatest extent the chief qualities of its 
author’s creative genius. Mr Masefield holds a peculia r 
position J n_the history of literary art. Gifted with a _ hi gh 
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imagination,, he, is,hy.-.spirit isternly . classicalj ^endowed, with 
' pas sion, no man . is, ,mpre ,clear-sighted,,_and_ logical , than 
iie.;,.JulL,pf_the. ..fantasy ..of. the. poeti.c_genius,;-;he...is_a 
confirmed realist;,.. clinging.,. tensely. .to„.the_..hatural world, 

. the spirit, of mysticism. ^,A11 of th^e 
appa.rently conflicting , ,qualitieSj_ moulded., .into one ^ horno- 
geneity, by, his creative genius, .areiraceable jn-XA^ T ragedy 
o/ S.. The story is one of unflmching..r.ealism.„ Alllfl^ 
C ^°!.i..^-t;P?PSphere..o.f.,a ..rustic,. setting js wrought into its 
scenes. Nan herself is the child of a man who, before the 
action of the play begins, has been hanged for stealing a 
sheep. Stained with this disgrace, she lives, a veritable 
outcast, in the house of her uncle, Pargetter. Slowly, yet 
with resistless force, the tragic story develops. Nan gives 
her heart to Dick Gurvil, who, being a selfish, sensual 
creature, is easily led away from her by Mrs Pargetter. 
Broken, Nan stands lonely as a truly tragic figure, com- 
panioned only in spirit by the half-mad old Gaffer, whose 
peculiarly beautiful meanderings add a touch of high passion 
to the theme. Listening to him. Nan’s soul becomes wrapt 
in the melody of thoughts high above the wearisome 
weakness of Pargetter, the cruel tyranny of his wife, and 
the fickle, passion-bereft egoism of her former lover. Life 
somehow takes an added beauty out of her despair, and the 
roaring of the Severn waters sounds like that music of the 
spheres of which all earthly music and all earthly passion 
are but dim echoes, taking their form and substance from 
something more vast and more universal than themselves. 
Nothing in modern literature quite equals the tremendous 
scene when Nan, her spirit broken yet victorious, gives ear 
to the lonely, heart-dulled wanderings of the Gaffer : 

Gaffer. The salmon-fishers’ll lose their nets to-night. The 
tide’ll sweep them away. O, I’ve know it. It takes the nets up 
miles. Miles. They find ’em high up. Beyond Glorster. Be- 
yond ’Artpury. Girt golden flay-flowers over ’em. And apple- 
trees a-growin’ over ’em. Apples of red and apples of gold. 
They fall into the water. The water be still there, where the 
apples fall. The nets ’ave apples in them. 

Na7i. And fish, gaffer? 

Gaffer. Strange fish. Strange fish out of the sea. 
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iVo;?. Yes. Strangre fish indeed, gafirer. A strange fish in the 
nets to-morrow. A dumb thing. Knocking agen the bridges. 
Something white. Something white in the water. . . . 

Tile restraint and the imaginative passion of Mr Mase- 
iield’s genius are well-nigh perfect. 

In Masefield -has created _the^ 

gr^{est,niodern..example-of..tliat.form.of-domestic .trage^r 
which fOTnd_J Is, fijst, masterpiece, in -Hey\vopd^s .d JVomai} 
Killed •:vi ih K ir.dncss.^TWert is here litde employment 

of social, purpose. The pla)* certainly gains an,„^d_ed 

grandeur Iw its use„oi.,he.red.ity as. a„fataljprce, .consuming 
cliildren’s lives for the sins of their parents, but ^unda*^ 
mentally it i^a jlrama^pf domestic. lijfe.and charactCTf^ It 
takes its chier'majesfy" from the dramatis persona intro- 
duced into it. Perhaps the figure of the Gaffer and the 
many passages of purely poetic utterance point to the fact 
that every masterpiece of this kind of domestic tragedy 
must introduce something of a supernatural and imagina- 
tive cast. Unless this be done the ordinary nature of the 
theme chosen will lead toward a merely sordid note. In 
high Xragedy-..we.. require, to .be raised, out jof..lhe_,3yp.rld,Jn 
which we_ spend our d ays into, a.realm of clearer.imagin ation , 
o^nobler passion, ,.of . mor e poetic experien ce. 

Periodically, during his varied career as a playwright, 
Mr Masefield has returned to domestic drama, unfortunately 
not with the rich inspiration which fired The Tragedy of 
Nan. The Canipden Wonder (1907) and Mrs Harrison 
(written 1906) are both unrelieved bourgeois tragedies, but 
neither has a spark of that light ‘which irradiated the 
greater play, ''- ^lellonev Holtsbur is more of a dramc, and 
to a certain extent is weakened by the direct introduction 
of supernatural forces. The belief in spiritualism, fervently 
preached by Sir Arthur Conan Doyle and by Professor Sir 
Oliver Lodge, found a certain home in the hearts of many 
people during and after the Great War years, and that 
belief has been reflected in more than one play of recent 
times. In introducing their spirit forces, however, the 
dramatists have often forgotten that art, particularly that 
form of art which deals with the supernatural world, is 
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successful only in so far as it is suggestive. No ghost 
ever succeeded in raising so much of that “willing 
suspension of disbelief” which is the true end and aim of 
this art as an allusion or delicate hint at supermundane 
forces has done. Frankly, few can believe in the ghost- 
forms of ]\Ielloney Holtspur and Lonny, her faithless lover. 
The human, earthly story unfolds itself excellently, and 
we are shown the almost tragic passion of Lenda Copshrews 
and of Bunny Mento with intense power. When the scene 
changes to previous times, however, and when Melloney 
Holtspur, leaning, like Rossetti’s blessed damozel, out of 
the bars of her spirit world, gives her blessing to their love, 
we cease to believe in the reality of the picture. It must 
be confessed that the author has succeeded marvellously 
in the technical welding together of the two worlds, and 
has, in doing so, given many suggestions to playwrights of 
the future, but somehow even the most powerful imagina- 
tion cannot conceive the possibility of a live Mrs Copshrews 
re-enacting, along with a couple of ghosts, her tragic story. 
Melloney Holtspur is a peculiarly entrancing play, full of 
subtle symbolism and deep thought. Technically it is 
magnificently developed. At the same time, it cannot 
be held to be one of the greatest dramas of our century. 
Mr Masefield’s masterpiece still is The Tragedy of Nan. 


(vi) St John Hankin and others 

Many other dramatists of recent years have taken up 
as their province Sir Arth uiL.EinerQ’s. pathetic_drama, Mr 
Jones’ harder problem play, the tragedy of social forces 
elaborated by Mr Galsworthy, the realistic drama of 
Mr Granville Barker, or the poignant domestic tragedy of 
Mr Masefield. Among these one of the chief is St Jo^^ 
E.. C. Hankin, whose death occurred in igog. The Two 
Mr Wetherhys (1903), The Return of the Prodigal (1905), 
The Cassilis Engagement {igoy), and The Last of the De 
Mullins (1908) will always entitle him'to fame as a writer 
of the serious play. Hankin, like most of his contem- 
poraries, was .a-rdramatist- of. ideas.-... All . his . .plays_ .thro\Y 
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a searching Jight upon the society of .his age.-ancLfromJiis 
ideas Jiis, .characters. and. iuddents^pring. This it is which 
causes a certain flaw in his art. ..Hankin knows human 
nature,, in „.the_mass, .but Jie.jcannot-.di-v.ine-lhe..-true»-inner 
workings of Ae human hear.t.«. His sta ge figures, Jherefore, 
seei^to *us_ rather,,inyentedjthan.,felt. This impression is 
;strcngth^ed by the Jaibjrc....oL,theL'authoc..i.n.„rggard^ to 

■ emotion. He always remains somewhat cymically aloof. ' 
an attitude which forms an interesting contrast to the st^- 
eyed kindliness.jQL.J\Ir._.Gals\v:oi:thv. In general, we may 
sa}- that all of Hankin's plays, well constructed as they 

■ are in the main, la^k-nalursdism. They appear to us some- 
v.-hat,,artificial in .dialogue .a nd in ch aractcr,-delineation,..ag 
if the writer were thinking more oLthe^staere -than^of-tcuth 
to _ reality.,... Whatever detailed portraits he introduces of 
English life, we feel that he has in some way or another 
falsified those portraits in hi^sJ^aining.afler,j?ffect. 

Hankin’s chief merits lie inj3i§_a.musing. cynicism, which 
reveals itself in a manner not similar but analogous to that 
of Mr Bernard Shaw. How delightful is the ^topsy-- 
tur\wdom of The Two Mr JVefherbys , where James 
Wetherby, conventional and striving to be attached to his 
wife when'their whole lives lie apart, is faced with the prob- 
lem of persuading that wife to stay with him, and where 
'-Richard Wetherby, who has broken from his matrimonial 
ties, is embarrassed by his wife’s desire to return to him. 
The same cynicism is apparent, too, in The Return of the 
Prvdigal, in w'hich the rascal who has squandered his patri- 
mony in Australia proves to his horrified father and jealous, 
if justifiably indignant, brother that he has a right to be 
maintained by them, and goes off in triumph with his 
tvi'o hundred and fifty a year. In The Cassilis Enaaoeme nt 
we are nearer the sphere.joJ,J;,heu.dKfl^KC,« although again 
the cynicism brings the play rather into the category of 
comic drama. The story is one of caste. Young Geoffrey 
Cassilis has got engaged to a frivolous adventuress named 
Ethel Borridge. His mother; horrified, plans to break 
off the engagement, but, knowing that opposition will but 
forge the bonds tighter, she invites Mrs Borridge and 
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Ethel to her house in the country. There Mrs Borridge’s 
vulga'rity becomes apparent, and Ethel, bored to death 
by the rural life, herself casts Geoffrey off. N owher e is 
Hankin’s lack, of ..sympathy. a,nd ,satiricaLb.ent..mpr.e.„clear,ly.. 
displayed. His lash falls on all. If Mrs Borridge is vulgar 
and self-seeking, Airs Cassilis is snobbish and deceitful; if 
Ethel is shallow and trivial, Geoffrey is a fool. Hankin^s 
wp.rld,Js,a_w.orJd„of„s.ociaL-vices,.unreIieyed jbyjhe^pr.es.ence 
o.f„any.,.vir.tuesT« 

This cj'nicism, however, was to a certain extent dissi- 
pated in his last complete play. T h e L ast of the DeJM iillins . 
another drama on the theme of caste and convention. 
Once more we are introduced to what is dealt with by so 
many of our modern dramatists, the belittling and soul- 
destroying forces of social tradition.. They are revealed 
here in the house of the De Alullins, where Hester lives 
a life of unmitigated mental depression. So, too, we are 
confronted with the spirit of revolt, incarnated in Janet, 
who has gone out to earn her own living and who is guilty 
of bearing an illegitimate child. Here the moral is not, 
as with Mr Granville Barker, that’ the struggle for liberty 
sears the soul, for Janet is not a Beatrice. She has won 
her independence, having paid deeply for it, no doubt, in 
many privations and in. many heart-burnings, but content 
and glad that she has cast off the fetters which she sees 
only too clearly binding the soul of her sister. This drama 
contains less of the omnipresent cynicism of Hankin’s 
other work, but even here it is present in the portrait of 
Janet. Among the twentieth-century dramatists Hankin 
will always take a prominent place, but his„l.ack,.of. human 
I'sympathj’L^will ever put him on a lower plane than those 
other playwrights with whose work we have just been 
dealing. 

The,..depressing...existence..pf_the, middle, classesjias,ieen 
treated by other dramatists. Of these one of the mos t 
penetrating^i n th e.„analysis..o£^ocial~GQnditi.onsJias.-pr.ov.ed 
to 3 ^.rAriss.,E.lizab.ej:l^^ (Airs J. E. Allawa3»’).; whose 
C/za/?25 appeared in 1909. Chains is a4rage.dy.„Qi. L ondo n 

suburbs, belTin.d..lhe.A^kGQhsuining^.i.sery;of a^j^^^ 
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burns the^rejjf Hbe^'_and Jiie„desire,.fpr,,,sel.f-expressipjni. ^ 
In the play we are led into the little house of Charley Wilson, 
inhabited by himself, his moderately contented because 
unimaginative tvife Lily, and a lodger, one Tennant. The 
last-mentioned, weaty- of London life, is about to sail for 
Australia, and his small belongings lie ready packed for 
Iiis departure on the morrow. Suddenly, and without his 
being fully conscious of it himself, young Wilson finds 
himself dissatisfied with his surroundings. London seems 
to be fettering him, and he would snap the chains round 
liim in order to escape. A wild spirit of revolt surges 
through his being. After a period of arguing and question- 
ing he decides to depart with Tennant. Plans are arranged, 
and all seems well, when it is discovered that Lily, his 
wife, is to bear him a child. The gates of freedom are 
closed, and there remains only the prospect of the “old 
gre y solitary nothing n ess.” the drab surroundings and the 
continual daily grind at the dingy office-desk. Here, once 
come upon a G alsworthian..drama...one „to., ^y-hi^ 
not the ciiaracters.. ..but-tlie-circumstances - and.^the jEoi:g.es 
of. ..society ._give,. greatness- Poor as the characters are, 
moreover, when considered in the light of great ideals and 
high purpose, they are subtly portrayed, and the contrast 
between the quietly contented soullessness of Lily and the 
incipient imagination of her husband is delicately handled. 
We are here in the presence . of life not as e xpres sed by an 
CEdj pus or an Othe llo, but b y London commerciafisrn'a Hd 
sub.ur.ban.drabness-and-con.v.ention. 

This drama of Chains was followed by its authoress with 
a number of more trivial pieces, among them Cupid in 
Clapham CiQio) and Edith (.1912) ; th e note of dramati c 
intensity was mot-struck-ag ain until the appearance of T he 
Price of Thomas Scott (1913), a play originally produced at 
^ianchester. This second experiment in the realm of the 
domestic drama, although introducing str.onger.».char,acjtg£g, 
isJiardly...so..fine.,inJt.s.atmQspher.e.,asJ^Iiss_BakerisJir.st,play. 

If seems to deal almost -exclu sively with the barre n in life, 
inti:oducing..forjis-no-escapeJ[j:onx..the.,dj:ab_and-the sordid. 
Thomas Scott himself, puritanical fanatic, is a fine figure. 



BRITISH DRAMA 


380 

and his dilemma when he finds that he has sold his property 
to what he hates most, a company financing a dancing-hall, 
is powerfull}'^ delineated. The conclusion of the drama, 
too, rises to a height of intensity, when the hard idealist 
flings back what he regards as tainted money, the money 
of sin. The Price of Thomas Scott seems rather depressing, 
more depressing than Chains, even in spite of the thwarted 
ambitions and the unrelieved middle-class misery of the 
latter play. Np.„drama_of«ihe.,jiner..„soxt..can„be_wjth.ojit 
iSome_element.,oL.hope-and-G-f--laTger’'li'fej-and--somehow_this 
lasj:^tor_yjoiJbar.dness,.andJEanat'icism~f-aiIs-to-.gi.v.e_itJ:o_us. 

' The domestic problem play, veering to the sphere of 
tragedy, has been adopted by several other women writers 
besides IMiss Baker. Miss Clemence Dane .recently gave 
us, in addition to her much discussed, much vilified, but 
well-wrought William Shakespeare (1912), a study of 
domestic questions in A Bill of Divorcement (1921), and 
M,is_s_K;^Githa_S,q.v!,eBoy^(.Mr,sJ[ohn.X^ won a deserved 
literary success in her first play, Rut herford and Son (1912). 
The story..here.is_agaiiuoiieu.oi,.Andus.trialism..andlliard,ne:ss 
olJiearU The glass factory which he has built up is John 
Rutherford’s only love. His whole life is centred in that, 
and no human tenderness can break down the iron barriers 
which he has placed on his sympathy and emotions. His - 
sons drift away from him. He can understand neither the 
clergyman Richard nor the weak-willed John. . Janet, his 
daughter, seems to him also a being apart, and when she 
stoops to marrj' Martin, the foreman at the works, his 
anger blazes forth, and she is sent from his house. Only 
in the end is his pride humbled and his heart softened just 
a trifle. To him comes the deserted wife of his son, Mary, 
a being of sensitive feelings and acute intellect. She lays 
before the old man his own grandchild, who may one day 
take his place as master of the factory. Broken by his 
own loneliness, perhaps, unconscious though he be of it, 
yearning for some human s}'mpathy, he takes Mary back 
as his daughter, and the play is ended by the cry of a child. 

' Bleakness, barre nness, ha rdness, dominate this d rama:, 
misery surround^the,seeming_^prosperity_.of .the. 
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h ome . Civilization has^exacted a cruel toll from its own- 

creators, It is _this^sense,of_the_forces of social jife, .a dded 

to the grim majesty, of. John- Rutherford,. whidi„.gives_this 
play its ini^nsit}\ _ jtjs„ unquestionably _one. oi.the, finest 
of those many dramas jYhich,dealjiyith„thejdepressingjcpnJ- 
ditions ofjnodern .life.,„ A b.r9adet:._..spirit_breatlies.-£romLj.t. 

its„creatqr_has.. succeeded in, .adding. .to jthat .broader 
spirit by thc_ employment of _the. Northern landscape • -to 
f qrm S3'mboiic ,backgrouncL_f or_tIie_Jiun 3 an._actors.„w.hp. 
play their mi.serable or..i][p_b]e_parts. .in .the. .development ,p,f 
the action. 

Among the pre-War dramatists who took up this style 
none is more noticeable than Stanley Houghton, author 
of a number of fine comedies as well as of Th e You nger 
GfjierattQii (1910) sxxd H indie Wakes (1912 j. Like r 7 /c 
Price of Thomas Scott, the first of these latter plaj^s is a 
stutbuoijhe-soul-d eadening effec t s of Puritanism, alt houg h 
the picture is not painted in such hard colours as is that of 
I\Iiss Baker’s play. The theme isjreated-ratlier in.a_cynical 
than_jn^.a.tragic_manner._ _Kennion, the father, has not the 
Stuff in him which makes a Thomas Scott. He is a well- 
meaning parent, full of the puritanical views of his class, 
but neither stern nor entirely lacking in sympathy. All 
sort of excess, however, ^le regards as savouring of sin, and 
he has a quite definite moral code of his own, which he 
wishes to be followed by his children, but against which 
they one and all rebel. It is perfectly' natural that he 
should be horrified when Arthur comes rolling back home 
one evening in a state of drunkenness, insisting, in the 
confusion of his spirits, on kissing ^Maggie, the maid. The 
climax of the play comes when Kennion himself is forced 
to lie concerning his own youthful misdemeanours. .It. is 
the ..case .of the pot and the kettle over again, told in terms 
o f middle-class E nglish _Iife.._ As -a whole, the.. play .faijs 
becaus e of a di scr epancy between aim and means . The 
t heme is a serious one, and ma a v. portions borde r _on the 
r ealm of .t haL-t.v.pe-Qf_d!iMf?n g which in its turn i s near to 
t ragedy, but the situations become at times almos t farcical, 
and a_cyjiical-.moodrp- ervades the entirety of the play. If 
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Kennion himself is a man lacking in sympathy for the 
desires, which he regards as the sins, of 5’’Outh, Arthur, 
his rebellious son, is a sufficiently weak-minded creature, 
and Richard, his brother, is nothing but a flabby clerk 
desirous of something beyond the ordinary routine of a city 
office. The play therefore falls between the serious drame 
and comedy, so that we feel a certain dissatisfaction in 
reading or witnessing it. Once more we reach the old 
problem of the mixing of the ‘kinds’ of literature. 
HoughtojL!s—pla_v__ de als w ith,, t\y o dist inct worlds. -.andJie 
was not such^a^gejnit^ JjiatJie^could J[use thpse..twp,..^ 
int(D„a .npy_el_ whole. 

Much finer, because cast more in one dominating and 
all-pervading mood, is Jlindle WMkas,. which deals with 
the question of youthful revolt from another angle. The 
problem arises from the fact that Alan Jeffcote, son of a 
hard-working, honourable factory owner, spends a week- 
end at a sea-coast town with Fanny Hawthorn, a girl 
brought up in comfortable but uninspiring surroundings. 
He, being a luxurious young idler, looks upon the escapade 
as a ‘lark’; so does she, with the difference that it is for 
her a gesture of revolution. She has dared to break the 
rigid fetters of a conventional morality, and is free. The 
climax of the drama lies in the consequences of this. Both 
the parents of the girl and the parents of the man agree 
that the two must marry, and Alan, a marrowless creature, 
is brought to comply. Fanny, however, to the horror 
of every one, refuses point-blank. Alan is not the man 
she would choose. T he pl a y end s Jn.a-£et..of-crQss-purposes 
and^ an uns olve d problem . Obj;i.ousl3r- JEanny -is... o f ™,.tbe 
modeiTi age, a sister of_so.me..o.f,Mr...Shaw’.s-heroines.- eager 
for independence ..of._though t a nd_o l-acti on,.,~She_is.^.e 
spi rit of th e tw_entietli„cent.urv_strJying_to.j 6 ght-Out-a.-wa,v 
again st the trad ition s of the nin ete^th. She is of the kin 
of Magda in Sudermann’s Die Heimat, of Mrs Arbuthnot 
in Wilde’s A Woman of No Importance, and of Freda in 
]\Ir Galsworthy’s The Eldest Son. In spite of a clear ex- 
position and a capable development of the action in Hindle 
Wakes, Houghton’s drama fails as The Younger Generation 
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failed. T here i_s_soniething;-.o£-a_sordidness-.in_Jiis_work, 
ming led with _.cvnicisiii...-an.d^bot]i.,ser.Y.e..tQ.Jeaye..spectators 
dissatisfied. Efficient plawright though he is, he does 
not:”sncc'ee'd “in reaching the higher levels of dramatic 
utterance. 

iMore effectively, although with less of atmosphere, 
Mr Arnold Bennett has approached the problem play in 
''Lzicsioncs l' 1912). The treatment of this drama is novel, 
and the problem dealt with is a serious one. The gradual 
progress from generation to generation with the retention 
of the same prejudices and the same emotions, even when 
expressed in widely different terms, is delineated with a 
sure touch worthy of the author of The Old Wives’ Tale 
and the Clayhangcr series. Mr. Harold Brighouse, another 
novelist who is also a dramatist, has provided for the theatre 
a number of e.xcellently portrayed La ncashire theme s, 
although rarely has he reached the intensity of hi^ earl^ 
playlet. The Price of Coal (1909) ; and Mr St John Ervine 
has won deserved fame for his Belfast plays, in which he 
has striven to reveal in an artistic manner some of tlie 
sterner aspects of the Puritan conscience. 


(vii) St John Ervine 

j\Ir St.John Endne.is among the greatest of these play- 
wrights, His^methqd js st rictly , realistic._b, ut he a c hiev es J. 
tliat higher'^qte which _is_. fr eque ntly, lacking,. in. -the-dramas ' 
o|^_the. .others, Like^ Houghton . h,e.^ Jqyes, to d^l with^the 1 
mard cony entipnsjof, a , narrow._spciety, Jpyes J:p.„deai,„alsp, 'i 
^^th that^3^\;erted.,.ideaIis,ra_which„gaKe_dignity__to„ Miss ■' 
Baker’s work. Often, too, he . mcludes wj.th_ these things • 
the forces of the presentrdav \ *fass-w ar. whi ch cut acr oss ' 
anTi con^se many of,the_older_prejudices. Thus in,il f u-gcf > 
' Marriag e A iQii") he takes as his theme both the struggle 
of Catholic and Protestant and the struggle of master and 
labourer." John ' Rainey, ” the hero of the work, speaks in 
favour of a strike which he knows is largely engineered by 
Catholics, but finds his old Orange sympathies return to 
him intensified when he learns that his own son, Hugh, 
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is engaged to a Catholic girl, Nora Murray. From this 
point the action of the play grows tense. Civil discord 
soon breaks out, soldiers are called in, and Nora falls, 
killed by a stray bullet. Perhaps part of the last act may 
appear somewhat melodramatic, but the. denouement is 
logicall}' arrived at. The hatred of the Protestants and 
the hatred of the Catholics, confused and sometimes in- 
/; tensified by that class-war which is coming to assume ever 
greater and greater proportions in social life, give the back- 
I ground to a tragedy of human passions and succeed in 
i raising these passions to a high level. The last words of 
. Rainey, as he stands contemplating the ruin about him, 
have something of the same majestic grandeur which is en- 
shrined in the old father of Hebbel’s Maria Magdalena. 

A still greater success was won by Mr Ervine m^ Jgne^ 
^ drama which once more deals with the 
depressing.., and,„SAulTdestro 3 'ing a spe cts., p f . . .lQweiL_niiddle- 
class Jife..^ A whole wprld.of .niiserable .creatures, is .presented 
to us, from the vicious and weak-willed husband and his 
evil genius Munce, the ‘bookie,’ to the monotonous and 
tiresome old grandmother. As a drama the whole would 
have seemed too sordid and too depressing were it not for 
the figure of Jan e Clegg herself. Borne down in many 
ways into the mire that ^rrounds her, she rises superior 
to her circumstances, a human soul filled with that divine 
fire which irradiates and consumes. No idle dreamer of 
things impossible,/ no fettered woman craving for independ- 
ence and adventure, she is a stern realist, staring life full 
in the face and rising to the heights of her moral nature 
in the presence of disaster. She watches her husband’s 
fall; she looks through him and sees the meanness and 
the littleness of his character; and, in doing so, she comes 
to realize her duty. In sending this weak, depraved, 
cringing creature from her house she is doing the only 
thing possible. In that moment she becomes truly tragic 
in her inner majesty. 

With equal dramatic force Mr Ervine has painted for 
us the tragedy of 7 qhn F erguson _ .(JQ i ^ ) . another jtalejDf 
middle-class life. The hero i s a man hard, yet with a humaa. 
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understa ndin g and a d epth of sy mpathy in his .nature. 
To save his daughter, Hannah, from a loveless marriage 
with James Csesar he allows his farm to be taken from 
him. The strain is tremendous, but he rises superior to it, 
winning new strength from his losing yet victorious battle 
against fate. ^Meanwhile, fresh misery has come upon him. 
His own daughter has been seduced by his greatest enemy. 
Caesar, weak though he is, plucks up courage to say that 
he will murder the villain, and goes out one night gun in 
hand for that purpose. In the morning he comes back, 
frightened and cringing, crying out that his will failed 
him in the darkness. But the seducer has been found 
murdered, and Caesar is arrested. Money has come from 
Hannah’s brother in America, and it seems as if. in spite 
of the terror of the preceding days, peace of a sort will 
come to John Ferguson’s troubled spirit, when his own son 
Andrew, who had kept silence hitherto, suddenly announces 
that it was he who had killed Witherow, that he could 
not allow the innocent Caesar to go to his death for him. 
Ferguson, after a. moment of terrible doubt, understands 
him, and Hannah and Andrew pass out into the open bound 
on the terrible mission of confession. 

There is the.»same,.stiierigtli„in.„this._pla.y,.as-±herjB~.is-in 
Jane Clegg. John Ferguson is a wonderful creation, a 
toweF of ifrength, rude though he be, a man against whom 
the waves of fate may batter^ but whose head remains, 
though bloody, yet unbojved/'^ When we add to this brilliant ' 
p ortra jture the sense of _fa'fe_which. Mr Ervine has summoned 
forth by many a subtle touch, we must realize that in this,, 
drama we hayej:me,.p.f^theujnasterpieces...(if„the.,. 4 ojmfi§£ipj 
drama— There is no problem here: there is no employ-'* 
ment of social forces as there had’b'een in Mixed Marriage 
mt John Fgr<7 «Ji0Jt-.d eserves-to-De ranked by The Tr aged^i 
o f iVg »_._as. ..p.ne^oJ....thg.jDUtstandiqs...,pr!Qd.ucti.pAS^ 

' .pa^tiicular-spherer— - ■ 

It seems unfortunate that these three dramas, powerful 
and full of a restrained passion, -should have been followed 
Tke Shii) (1Q22), a play which in no way rises to the 
level of the others. It may be interesting as an expre ssion 
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of revolt against the machinerjv which inan has created 
and which is beginning to be the master of man, but the 
human characters introduced are not of the stuff from which 
Jane Clegg and John Ferguson were created- There is 
more, too, of aji.obtrusi ye didacticism in this work, which 
makes it rather a tract for the times than a drama. Tried 
by the highest tests it fails. With Mixe^Marriage, how- 
ever, Jane Clegg, and John Ferguson Mr Ervine miist^tand. 
well hi ^th e vanguard 61 tli ose m od ern dramatis ts wlio have 
aTjandoned ..the world o fZromance and , have s triven t o give 
^expr ession to the common sorro ws , the common joys, an d 
the co mmon aspirations of life. 

The greatness of Mr Ervine’s work lies in hisj:r„eatioiLjD£ 
stern and ._dignified._ chara cters. Few of his contemporaries 
can equal him in this, and, as a consequence, many of them 
rely more on incident and novel situation than on person- 
ality. Mr Ervine can afford to introduce the somewhat 
improbable rape of Hannah because we do not notice this 
in our awe at the tremendous dignit}'- of John Ferguson, 
but others, more subtle perhaps in plot-drawing, can take 
no such risks. Dramatically effective, for example, is the 

poignant little one-act sketch of Mr J ...H Bell,....en.titled 

Thread 0* Searlet (printed 1923). The sheer cleverness of 
this work’ cannot be denied. The sense of horror in it is 
wonderfully developed, but somehow we feel that this is 
‘Gr^nd Guignol’ drama, not tragedy. The^Jrue_aini.«.oi 
'^^ggj3^'-'^Y!g. ^'*^^^~^iw^y^ .tO-r:e men -iber.-.is„not_th.e aro using 
of_ horro r. j3Ut_the^..a rousing of terror and a\ye. Subtly 
Butters’ guilt is shown to us, the playlet being in many 
ways a model of dramatic construction, but we are left 
with a feeling of dissatisfaction. The play is too clever 
to be real; it is a piece of artistry rather than a work of 
art. 'Stagey ness’ of a similar sort is apparent in the 
works of many other modern dramatists. It is present, 
in spite of- their unquestioned strength, in the works of 
Mr Gilbert Cannan, and mars the otherwise ' excellent 
qualities of Mr Charles McEvoy’s David Ballard (1907), 
a realistic study framed largely in the terms of theatrical 
melodrama. There is a certain suspicion, too, of the same 
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artificiality in some of the scenes of Change (1912), the once 
widely discussed prize-work of jMr John Oswald Francis. 
Change is another example of what might be styled the 
‘generations’ theme, the theme which had inspired Mr 
Granville Barker’s The Foyscy Inhcrilance, Mr Bennett’s 
Milestones, and IMiss Sowerby’s Rutherford and Son, as well 
as foreign plays such as Turgeniev’s Fathers and Sons. 

A straining after novelty, which leads toward a kindred 
artificialit}*, is apparent also in Mr B. Macdonald Hastings’ 
interesting drama called The New Sin (1912), the new sin 
being that of living on when one’s decease may bring some 
joy or profit to others. The dialogue in this pla)*^ is par- 
ticularly good, and the subject, albeit a trifle recherche, is 
ably handled. Perhaps something of the same defect may 
be traced in Mr Cosmo Hamilton’s The Blindness of Virtue 
(1913). .where the question of sex education is freely dealt 
with. In deed, there is a danger that the realistic p roblem 
drama ma y suffer from the' sameUeTects as' Wose which 
^PPe?^.L.?Sb!-lP 9 -TJ^l 3 Tj® 31 }EjEpn^htic^melodrama „of „the 
mid-Victoria n-oerjod.. The styde, when first it was intro- 
duced, had the advantage of being fresh, but, as it has 
developed, a ce rtain stereotyped se t of conve nt ions has 
grown up even in what was primarily a drama of revolt, 
literary as well as social. It has become, that is to say, 
fatally easy to listen to provincial dialect and write it 
down, fatally easy to depict in some sort of manner the 
depressing middle-class conditions of England. Realizing 
this, dramatists have been forced to se ek for .new-situati&ns 
andJionjnore-surprising-turns-of-plotHiiaking their works, 
because of this delib.er.ate_an d. conscious searc h. _more-and 
t^re Inar tificial in atmos pher e.) M echanical ..compo sitio n is 
beginning to infect this modern. English realistic drama as 
it infected the drama of Sardou and of Boucicault. 


(viii) Irish Dramatists 

So far, in carrying the survey of drama up to the present 
time, nothing has been said of. the remarkable renascence 
of the theatre in Ireland.- Not only was the London stage 
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itself revivified by the aid of Irish writers, for Oscar Wilde, 
Mr Bernard Shaw, and Mr St John Ervine all hailed from 
Erin, but the Abbey Theatre in Dublin produced a series 
of plays among which are to be numbered some of the true 
masterpieces of modern European dramatic art. JChe 
« Irish theatre js .in jtself but the lite rary, counterpart oi^that 
moA’’ement which brought Sinn Fein 'into birth, which gave 
an,aiLVoEpassionateideah'smJojth.e.Eajter_RebelIion,pf..i5i6, 
and which_has,.endecLJn_the establishment of the Sa orstat 
Eir.e^nn. .TIieJjterary_and-.pjDlitical_aspe_c^s j)J[_Jhis n^^ 
m^,t_cannpt_b.e...s.eparated. Some of the most promising 
of the younger writers gave their lives for their country, 
and Mr W. B. Yeats, leader of the poetic drama, is himself 
a senator in the new Irish Parliament. 

Starting as the Irish Literary Theatre in 1899, the little 
band of enthusiasts who were determined to make the 
Irish drama a thing of high culture and of European repute 
soon moved (in 1903) with the aid of Miss Horniman to 
t he A bbey Theatre, forming there a centre of art such as 
we have not had in the whole of England. Here Mr Yeats 
and Synge and Lady Gregory gathered about them a 
number of gifted authors; here flamed a torchlight of 
artistic excellence which became the model and the despair 
of many a writer across the Irish Sea. In form this new 
drama of Du blin w a s a d eyelopment of Eng lish drama. 
The language employed was English, not Gaelic; there 
were many signs that the writers of it had taken inspiration 
from the more noted works of our long centuries of London 
playwriting. In atmosphere . on_the.„other_hand._theJb:ish 
theatre frequently,.„veer.e(l_away__ fro m t he _ English--Stage. 
That,jmaguiatjLye.Jdeali,sm which has always characterized 
the Celtic races, thatJo.Vje.-of-passionate and dre amy po^ry. 
that only hal f-ashamed_belief Jn-the, Jair-y_.wx>rid,..the..People 
pX,the..j\Iist,,alLga.ve-a-par.t-iGular-tone.-to-the„plays..produced 
at,_the,..Abbey_JIlieatr.e.„ MOCeats_is«,a„.poetic_di:aiiiatist, 
and Svng e. wr iting in Jiis_ peculi arly beautiful a nd i m agi- 
native .prose.^has, ..littlejn. co mmo n wit h th e realistic^play- 
wrighfs,otXondon.,..-nie chief account of the development 
of Irish drama will, therefore, have to be confined to that 
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section of this book which deals with the poetic and symbolic 
theatre. At t he sa me time,_there_\\yre^a few who strove to 
int rodu ce to t heir_owj,i Jand.soinething.oi.the,r.ealistic,to.ne so 
popu la r amon^ t he-JEnsdislL.wJcitej&. Jkir Ervine himself, 
who has been treated above as an English author, had many 
of his plays produced in the national theatre of Dublin, 
and men like Mr Lennox Robinson, Mr T. C. IMurray, and 
Mr Padraic Colum depicted in sternly naturalistic manner 
the lives and passions and hopes of the Irish peasantry. 
jMi:Xcnnox..Robinson’s plays number nine in all. His 
and in some ways his most characteristic effort, The 
Cl ancy Name , was produced in 190S; his last plays, The 
Round Table and Crabbed Youth and Age, appeared in 1922. 
The Clancy Name is a somewhat bitter story of Irish pride. 
Mr^Clanc}'. is.an^embodiment of all that tremendous passion 
for a family name which has characterized the clans of 
Scotland and the racial sects of Ireland for immemorial 
centuries. For her this name is as a religion. To sully it 
means death. To Mrs Clancy comes the terrible realization 
that her son is a murderer. He has killed a man in a quarrel. 
The body lies where no one may find it ; but his conscience 
has been aroused. The deed gna*.vs into his very soul, 
and in his agony and distress he determines to own up, to 
give himself to the police. He is a weak lad, this .John 
Clancy, but his whole being is consumed by horror, and 
all that his mother can say will not move him from his 
purpose. It seems that the Qancy name is to be for ever 
sullied by the exposure of this crime, when John, walking 
in the street, manages to save a child from a runaway horse 
and in doing so is himself killed. He dies a hero, and 
the Clancy name is saved. There is a certain straining 
of probability in this sudden ending. Runaway horses do 
not often thus accommodate themselves to murderers 
prepared to confess and go to the gallows. There is, too, 
a certain bitterness in the somewhat C3mical conclusion, 
which detracts from the general impression received from 
the play as a whole. Apart from these things, however. 
The. Clancy Name is a fine drama, and the figure of Mrs 
Clancy has the proportions of a true tragic portraiture. 
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The Cross Roads (1909) is even more improbable, and 
here the improbability is not atoned for by tremendous 
passions and high fervour. The story of Ellen’ M’Carthy, 
married to a drunken brute and faced with financial ruin, 
all because she has given up the love of Brian Connor in 
her^desire to help Ireland,,, is not truly tragic, and a decided 
^;rfote of artificiality breathes over the entire play. TJarvest 
(1910) is another tragedy where probability is strained, and 
cynical bitterness_ tends to weaken the impression. The 
‘gtdr^Tron^oTtlTe^^ of education. The teacher Lordan 
tries to instil into the minds of the Irish youth among whom 
he is cast some elements of learning and culture. Although 
he himself believes that he has been successful in his effort, 
we see that he has only made them dissatisfied with their 
lot. Instead of a life on the land, free if hard, healthy 
if toilsome, they pine for tlie gaiety of city life. Patrick 
Hurley has drifted away from his own home, grown callous 
by his contact with civilization. . Mary, his sister, has 
become a prostitute, eager for the good things of life which 
she could not have from her wages as a typist. Bob Hurley 
is like Patrick, successful, but callous and hard-hearted. 
Jack has become a chemist’s assistant, unhappily married. 
Ruin slowly creeps down on the little farm, where once had 
sounded happy laughter and the music of care-free joys. 
Lordan remains blissfully unconscious of the results of his 
teaching. He thinks he has done great things for Mary 
and Patrick, for Bob and Jack; but the veils are raised 
for the spectators, so that only misery and hardness of heart 
are displayed. The thesis of the drama may have some 
truth in it. It may be, for example, that in isolated instances 
education of a peasant family has brought ruin and misery, 
evil and degradation; but we cannot generalize in great 
drama from the particular to the universal. It is as absurd 
to argue the completely vicious effects of. education from 
a single failure as it would be to argue that because one 
railway train crashes with its human freight over an em- 
bankment therefore we ought to reprobate the railways 
and travel from London to Manchester on foot. Grea t 
drama constantly cries out for the unive rsal in this way ; 
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n othing tliat is particular and isolated will satisfy its 
cravings for the larger and more general truths of humanity . 
So, too, great serious drama rarely if ever will permit The 
introducti on nf bitt erness . When we listen to Lordan’s 
words at the close of this plaj*, followed by Bridget’s “Amen 
to that,” we feel that the author has been guilt)' of the 
same offence of which he was guilty in the last act of The 
Clancy Name. He has allowed cynicism to take the place 
of a higher, more humane, and kindlier tragic emotiofu 
These three peasant dramas by Air. Robinson do not by 
any means exhaust his full scope. Besides them, and the 
excelleut-come dy Th e Whifeheaded Boy, he has penned a 
series of political dram^g^ ealing Irish aspirations. 

The first of these was The Patrwhs'^ Qi2) , to be followed 
by The Dreamers (1915) and The Lost Leader ( 1918). Of 
these The Patriots and The Lost Leader are set in our own 
time. The former comes nearer to tragic intensity than 
any of the other dramas we have considered above, but 
once m ore Mr Robinson allows his cynical bitterness to 
mislead him. The story is one of a revolutionary, James 
Nugent, who in 1893 had been sent to prison for his partici- 
pation in a political crime. In 1911 he returns, still full of 
hope, still full of energ}% expecting to meet his old friends 
and share in their aspirations for a liberated Erin. But 
he meets nothing save coldness and chill greetings. For a 
•time he cannot understand; he will not realize that this is 
so. He is billed to address a political meeting. Here, he 
thinks, he will at last be able to feel his heart beating with 
the old enthusiasm, feel his numbed limbs pulsing with 
the old life. He arrives at the hall, and there is no one 
there save the porter. Every one has gone off to see the 
latest film at the picture-house. Th e sense of darkness and 
of despair in the old man’s heart is excellently portrayed, 
but once more the cynical touch is apparent. The porter, 
tied by duty to the hall, is only too glad to switch off the 
light and hurry away to the twilight of the films. Qmicism. 
a gain ruins_w Jiat-muglit-bav.eJ3efin-a_gre at tragedvT 
Lost Leader i s a more peculiar and at the same time a more 
subtle play. It deals with the legend that Charles Stewart 
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Parnell is, or was, still alive, living obscurely in some corner 
of Ireland. This Irish hero of past days is discovered, or is 
thought to be discovered, in a mean old innkeeper. The 
delicate touches by which the ^'willing susp_ensipn of dis- 
belief” is aroused show the extreme talents of Mr Robinson. 
We do not know whether to believe the words of the old 
man, roused as out of a trance, or the disavowal of his 
niece, Mary Lenihan. Then comes the climax. The newly 
discovered Parnell arranges that a meeting be called on a 
mountain summit, where he will bring proofs of his identity. 
Political squabbling breaks out, and in the scuffle the old 
anan is killed by a mis-aimed stroke. A few minutes later 
there arrive some of Parnell’s friends, who can say nothing 
more than that in the features of Lucius Lenihan they can 
trace the lineaments of Parnell. Beyond the similarity they 
can aver nothing. As is evident, there is here again that 
C3mi^sm which marred T/w Clancy Name as well as the 
other dramas, and there is, too, the,eyjd„ent_artjficjality.jif 
tlTe..pIpt None of the characters stands out with vividness 
before us, save perhaps Lucius Lenihan himself. When we 
remember, however, that we are never sure whether this is 
an impostor or the real Parnell it must be apparent that 
even here there can be no certainty of psychological de- 
lineation. The play interests us rather because of its novelty 
than because of its atmosphere or character-studies. 

ln\^ie^Xe.aynexs Mr Robinson turns back to th^Uhi&» 
t orical dram a, telling of Robert Emmet and his rebellion 
of the early~'nineteenth century. Nowhere perhaps so 
\ clearly as in this play has been d epicted t he_continual 
\y^rnmg ^and^^idealisra_of_.thel,lrish„i;e.volutionaxies,>,and 
although there enter in here some features of cynicism 
the action does not depend fundamentally upon bitterness. 
It is a sincere attempt to display the workings of fervent 
passion for a seemingly hopeless ideal in the midst of 
actual life. Technically The Dreamers is not a good drama, 
its action being clogged and its characters not sufficiently 
displayed, but in atmosphere it is one of the finest, if not 
the finest, of Mr Robinson’s works. 

Writing after the style of Mr Robinson’s earlier plays, 
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Mr„..T...C.. Murray has provided us with ^some_ amazingly 
poignant realistic_s .tudiesja£-Insh-^easant,llfc. Thc^lJiltecl^ 
0 ’JiprJjt‘iis appeared in 1909, and was revised as Sovereign 
Love four years later. Birthright came out in 1910, Maurice 
Harfe in 1912, Spring and The Briery Gap in 191S, After- 
math in 1921. All these plays are alike in taking their 
strength from carefu l obseiA*a ti on of ordinary e xistenc^ • 
a nd from consist ent naturalisni_in— plo.fadcxelapmentj.:and; - 

in language. Fundanientally his ^comedies diffpC—little! 

f rojn Jbis_ _ t ragedies : Jn b ot h the darkness of real life is 
ful ly di splaye d. T hus his.first.play, a comedy, shows" up 
the miseiy- of mercenary poverty no less than do his more 
powerful tragedies Birthright and Maurice Harte. The 
latter deals with the drama that lies in thwarted ambition - 
and misplaced hopes. Mrs Harte has determined that • 
her son Lfaurice should become a priest. He is a well- 
meaning and a brilliant lad, but one by no means fitted 
for clerical life. In torment of spirit he tries to persuade 
his mother that he cannot enter the Church, but all her 
proud spirit is aflame with ambition. Like a harsh shepherd 
she drives her unwilling son back. Anxious to do his 
loathed duty, he studies hard, but the mental toil and 
stress tell on him. His mind gives way under the agony of • 
his seething thoughts, and he is brought back a lunatic. 

I t is a terrible-StQry_.o i. striving m i ddle-class life in Ireland, 
but, because _.o.f_the_manner_j 3 .f_treatment. _ it attai ns j[b 
s omething of trag ic grande.ur.._ BirJhrigljit is equally fine,*" 
although here perhaps there is too much of the sordid and 
depressing aspects of existence. The story is a simple one, 
straightforwardly told. Hugh Morrissey, a fine young man, 
symbol of health and clean thinking, is a trifle out of 
touch with his rougher father’s temperament. We gain 
the impression at the very beginning of the play that these 
two will never have anything in common. In the tragedy 
itself we are presented, therefore, not with a series of 
fortuitous accidents or incidents, but with the climax 
in a long tale of opposing natures. Hugh has to go to a 
hurley match and spend the evening at a dinner. It is 
not lliat he is dissipated, but he loves sport, and it is his 
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duty, as captain of his team, to go there. The merrymaking 
of the players frightens Bat Morrissey’s horse; its leg is 
broken, and it has to be shot. Still more, a sow requires 
treatment and attention; Hugh is not there to take his 
part in the work of the farm, and Bat and his duller son 
Shane are wearied with toil and watching. Shane has been 
destined for America; his trunk is standing there ready 
packed, with his name in bold characters on the label. 

- Angered beyond endurance, the father, in terrible accents, 
orders Shane to substitute Hugh’s name for his own. On 
his return Hugh finds what has been done. He accuses 
his brother of plying underhand means to get him away 
from the farm; the latter retorts that Hugh is drunk and 
turns from that taunt to throw reviling words upon his 
own mother. A quarrel soon arises, and in the scuffle 
pHugh falls dead to the ground. In the simplicity of this 
■dram^ Hes it.s strength,, „„There.Js. a ,.majest}>:..in,. jt-.sliared 
'■b y but f ew of jdiese,.dqm.estic. dramas, .andjhe sense. >v:e .hayp 
|that_^^s.js_b,ut,the.,culmination..X)f..longr.standing_grievances 
and misunderstandings. Jielps...to_bring., the. atmosphere.,to„a 

requi site. tragic height, j\Ir„Murjay ,here..pro.ves Jiimself-one 

^o f th e .mpst_.taIented..ojLmoder.n.wT.itei:s. 

With Mr Robinson and Mr Murray must be mentioned 
Mr. Padraic-Colum, whose first play. The Kingdom of Youth, 
appeared in 1902. As a representative ...of the realistic 
playwrights he will be always remembered as the author 
of The Broken Soil (1903 ; revised as The Fiddler’s Hous e, 
I907)> The Land (1905), and JThomas Muskcrry (1910). 
^If^has been pointed out W^everal critics that in JThe^ 
ri ddler ’s ELPAtse Mr Colum has., captured something of 
Syn ge’s el usiy.e.^.tYJew''".Aji.air- pi imagi native beauty passes 
oye r the w. hole._soJliat-thii2gs_5pirituaLan(l.thLmgs-material 
se^Jp„jiieet^iii„a„common-haFraGny. At the same time 
Mr Colum’s work i^ np.t,;by«.any_._means_fanciful,. Jii^ 
methods are at b ottorh' . as' realistic..as are those-QiJ3is.Javo 
contemporaries mention ed a bove. In spite, of. _the_pp,etry 
with which t he— charac ter of Conn Hourican. _.theL-fiddler. 
is invested, he remains-afte r-al l. a. rogue ■and_.fl—vagabnnd. 
The .drama arises from this man’s passion for excitement 
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and drink. His loved home is the horse-fair, -where he can 
g-et as drunk as a lord and pla)' his enchanting melodies to a 
gaping and admiring crowd. For some years his daughter, 
!Marie Hourican, has kept him at home by the sheer strength 
of her character, but the old man feels once more the call 
of the tap-room. Marie sorrows, but understands. With 
hardly a word she brings him his fiddle, the fiddle once 
known throughout the length and breadth of the country, 
known even beyond in far-distant towns, and with him 
she goes off to the ‘Feis’ at Ardagh. In some ways it is a 
sorry story, for Marie is a girl of high promise, in love with 
life and eager for love. Pier heart is broken, yet she has 
found a new sympath)’, and she attains, as do so many of 
the heroes and heroines of high tragedy, an almost resigned 
calm, a clear-ej'ed realization of the meaning of life. 

The Land h as less of the imaginative power visible in 
The Fiddler’s House. In structure it is a comedy, j'et a 
co medy full.,oi.jLragicJinpQit. another study in the theme 
of thc„ol.d_apd«.theLjnejv__gfineradQijs. Ellen Douras has 
felt the call for the city, and with her lover, Matt Cosgar, 
she sets out for America, leaving almost broken-hearted 
the old father, Murtagh Cosgar, whose one thought is the 
land w’hich he has broken and tamed for himself and his 
own. To the )'ounger generation the land makes no appeal ; 
their hearts are set on gay cities and the busy hum of men. 
The lonely cry of the curlew^, the circling flight of the plover, 
the lowing of the cattle at eventime, mean nothing to them. 
What the)'^ will find remains unknown; but. aft.eiL.all,_Jt 
i s the _u nknown_wiiicl-i-temnts-menT— sometimes-tQ-succ£SS> - 
more often to self-willed destru ctioiL., The song of the" 
syrens is still with us, though Odysseus be many centuries 
dead. 

Ill M iiskerry Mr Colum has introduced another 

Conn Hourican in the person of the blind piper, Plyles 
Gorman,- and with the introduction of that character he has 
caught again something of the poetic imaginative essence 
of The Fiddler’s House. The story itself is one of almost 
unrelieved misery, telling how the brutal and hard-hearted 
Thomas Musk«^ dies on a pauper’s bed, and is buried 
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in a pauper’s grave; butJ:he_piping_QjL„Ql01yles_bdBgs 
a note of poetry into t he-play. As we listen to his melodies 
' we enter another world, and in* the last act when his ditties 
sound fainter and fainter as he passes over the moorland 
we are insensibly led away from the depressing reality of 
life into another world of more beautiful, because more 
spiritual, presences. 

Other Irish dramatists besides these three have striven 
to give_expx-essi on t o the naturalistic movement JrLJ)res.ent- 
^y_art. Lady Gregory herself, in The Gaol Gate (1906), 
has provided us with a powerful little one-act piece in this 
style. So, too, Seumas O’Kelly has written a dramatically 
effective and emotionally poignant drama of peasant con- 
ditions in The Shuiler’s Child (1909). For the most part, 
however, the Irish writers are too mystical to allow them- 
selves to be dominated by naturalism. A Conn Hourican 
or a Alyles Gorman ever will be spiriting them away in 
spite of themselves into realms of faery and of romance. 
Imagination lies at the heart’s-seat of them, and dreaming 
gives them their strength. The practical things of life may 
for a moment assume a dominating importance in their 
eyes, but, after all, it is the ideal that haunts them, 
not so much Ireland itself as Cathleen ni Houlihan, not 
so much the things of this life as the freer and more beauti- 
ful beings of a poetic imagination. 



CHAPTER V 

THE SYIIBOLIC AND POETIC DRAMA 
Maurice Maeterlinck 


“TT is unquestionable that tlie present age is dominated 
i by t\vo seemingl)' contradictory dramatic movements. 
Ji- The first, which concerns itself primarily with realistic 
delineation of actual life and strives to present the problems 
of existence in concrete form, has been dealt with in the 
preceding chapter. The present chapter concerns that other 
force which we may call poetic and sj’mbolic. 

In using the word S3’mbolic, it has to be remembered that 
many of the domestic tragedies themselves shared this 
feature, and it is a difficult task to distinguish clearly a 
symbolic and non-symbolic drama. In his own way Ibsen 
has as many purely symbolic elements in his plays as 
has Maeterlinck. Nevertheless. Maeterlindc. belongs to an 
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not so much that he strives toward an end alien to that 
of Ibsen and S trindberg, for the)'^ too are deeply concerned 
twith the subconscious, as that he stresses more their cpm mp n 
fijms _an d emplo.vs a different meag s_lQr.Jdteijl.achieypment 
His typical plays are UOiseau Bleu {The Blue Bird, 1908), 
Pellcas et Melisande (1S92), Les Areiigles {The Blind, 
1890), and Intericiir {The Interior, 1894). All of these 
are more or less stsy^gjand^faildJ^ deal with the-u nseen 
and spirit ual. UOiseau Bleu is a child’s story for adults, 
striving to., depict in fantastic terms the inner reaches of 
the spirit. The realm of Night and the bark of those about 
to be born contain in their development a whole world of 
arcane philosophy. Pellcas et Melisande is_ the nearest of 
them all to the terms of more ‘ordinary’ drama.. The tale 
is one of a maiden, Melisande, found wandering in a forest 
and wedded by Golaud, grandson of old King Arkel. Her 
spirit is not his spirit, and she finds a soul-mate in his 
brother, Pelleas. Their tragic story is unfolded before us, 
until Golaud, symbol of human jealousy, kills her frail 
form. The drama opens and closes on a note of symbolic 
purpose. In the very first scene we stand before the door 
of the castle, and voices sound to us from within:^ 

Les Servantes [d VinterienrT Ouvrez la porte! Oiivrez la 
porte ! 

Le Fortier. Qui est la? Pourguoi venez-vous m’eveiller? 
Sortez par les petites portes; sortez par les petites portes; il y 
en a assez ! . . . 

Une Servante [a Vintdrienr']. Nous venous laver le seuil, la 
porte et le perron ; ouvrez done ! ouvrez done ! 

Une autre Servante [a V-interieurl. II y aura de grands evene- 
ments ! 


^ The translation given at the foot of each page is by L. A. Tadema 
in the “Scott Librarjr" edition of the plays. 

The Maidservants [mtJiin]. Open the door! Open the door! 

The Doorheeper [icjf/n'ji]. Who is there? Why have you come and 
vaked me? Out by the little doors; out by the little doors; there are 
enough of them! ... 

A Servant [within]. We have come to wash the door-stone, the door 
and the steps; open! open! 

Another Servant [within]. There are to be great doings! 
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Trosicme Scrrantc [a Vintcricttr'\. II y aura de grandes fetes ! 
Ouvrez vite ! . . . 

Lcs Scrz’autcs. Ouvrez done ! ouvrez done ! 

Lc Porticr. Attendez! attendez! Je ne sais pas si je pour- 
rai Touvrir. . . . Elle ne s’ouvre jamais. . . . Attendez qu’il 
fasse clair. . . . 

Premiere Serrantc. II fait assez clair au dehors; je vois le 
soleil par les fentes. . . . 

Lc Porticr. Voici les grandes clefs. ... Oh I comme ils grin- 
cent. les verrous et les serrures. . . . Aidez-moi ! aidez-moi ! . . . 
Les Serz’anics. Nous tirons, nous tirons. . . . 

Deuxieme Scr^'anle. Elle ne s*ouvrira pas. . . . 

Premiere Scrvanlc. Ah • ah ! Elle souvre ! elle s'ouvre lente- 
ment ! 

Lc Porticr. Comme elle crie ! Elle eveillera tout le monde. . . . 
Dcn.ricmc Servant c [paraissani stir le semi']. Oh! qu'il fait 
deja clair au dehors! 

Premiere Servantc. Le soleil se leve sur la mer 1 
Lc Porticr. Elle est ouverte. . . . Elle est grande ouverte ! . . . 

\Toutes lcs servantes paraissent sur le scuil ct lc franchissent. 
Premiere Servantc. Je vais d’abord laver le seuil. . . . 
Deuxieme Servantc. Nous ne pourrons jamais nettoyer tout 
ceci. 

D’autres Servantes. Apportez I’eau! apportez I’eau! 

Lc Porticr. Oui, oui; versez I’cau, versez toute I’eau du 
deluge; vous n’en viendrez jamais a bout. . . . 

Third Servant [m7/;iK]. There are to be great merry-makings! 
Open quickly! . . . 

All the Servants. Open ! open ! 

The Doorkeeper. Wait! •wait! I don’t know that I shall be able to 
open the door. ... It never is opened. . . . Wait until daylight comes. . . . 

First Servant. It is light enough outside; I can sec the sun through 
the chinks. . . . 

The Doorkeeper. Here are the big keys. . . . Oh 1 oh 1 how they grate, 
the bolts and the loclrs! . . . Help me! help me! . . . 

All the Servants. We are pulling, ■we are pulling. . . . 

Second Servant. It will not open. . . . 

First Servant. Ah! ah! It is opening! It is opening slowly! 

The Doorkeeper. How it creaks 1 It will wake the whole house. . . . 
Second Servant [appearing on the threshold]. Oh! how light it is 
already out of doors ! 

First Servant. The sun is rising on the sea ! 

The Doorkeeper. It is open. ... It is wide open! . . . 

[All the maidservants appear on the threshold, which they cross. 
First Servant. I shall begin by washing the door-stone. 

Second Servant. We shall never be able to clean all this. 

■ Other Servants. Bring water I bring water ! 

The Doorkeeper. Yes, yes ; pour water, pour water, pour out all the 
waters of the flood ; you will never be able to do it.. . . . 
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So we pass from one symbolic movement to another, 
Golaud is in the forest and finds, Melisande._ “Which way 
are you going?” she asks, and his reply is fateful: “I 
don’t know. . . . .1 too am lost.-. . .” The clear water 
of^ the fountain in the forest, the dark vaults beneath the 
castle, the terror of darkness and the terror of light, subtly 
are presented before us, until in the end we are presented 
with the final death in which “the little being of mystery, 
like all of us” {un pauvre petit etre mysteriettx, comme tout 
le monde) lies passive on the couch of death. Interieur 
presents a more static atmosphere, and this motionless- 
ness in dramatic form is still further intensified in that 
poignant little work Les Aveuples, in which twelve blind 
men and women stand powerless in the midst of life, their 
leader, the old priest, being dead. Terrified and lonely 
they listen to the sounds round them, to the crackle of 
twigs under their feet, to the moaning of the sea and the 
beating of the wind.^ 

Premier Avcuglc-ne. II tonne ! 

Deuxieme Aveuglc-n6. Je crois que e’est tine tempete qui 
s’eleve. 

La plus Z'ieille Avcugle, Je crois que e'est la mer. 

Troisieme Aveugle-ne. La mer? — Est-ce que e’est la mer? — 
Mais elle est a deux pas de nous 1 — Elle est a cote de nous ! Je 
I’entends tout autour de moi ! — ^11 f aut que ce soit autre chose ! 

La jeiine Avcugle, J’entends le bruit des vagues a mes pieds. 

Premier Aveugle-ne. Je crois que e’est le vent dans les feuilles 
mortes. 

Le plus vieil Avcugle. Je crois que les femmes ont raison. 

Troisieme Aveugle-ne. Elle va venir ici ! 


^ The translation given at the foot of each page is by L. A. Tadema 
in the "Scott Library" edition of the plays. 

First Blind Man. It is thundering! 

Second Blind Man. I think it is a storm rising. 

The Oldest Blind Woman. I think it is the sea. 

Third Blind Man. The sea? — Is it the sea? — ^But it is at two steps 
from us! — ^It is beside us! I hear it all round me! — It must be some- 
thing else! 

Tlie Young Blind Woman. I hear the sound of waves at my feet. 

First Blind Man. I think it is the wind in the dead leaves. 

The Oldest Blind Man. I think the women are right. 

Third Blind Man. It will be coming here! 
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Premier Aveiigle-nc. D’ou vient le vent? 

Deuxieme Avcuglc-iic. II vient du cote de la mer. 

Le plus vicil Avcitglc. II vient toujours du cote de la mer; elle 
nous entoure de tous cotes. II ne peut pas venir d’ autre part. . . . 

Premier Aveugle-itc. Ne songcons plus a la mer ! 

These somewhat lengthy quotations have been given 
for the purpose of demonstrating the tendencies of this 
sj'mbolic theatre. The nlaywrights do n ot_endcaKom:.-to_ 
summon— foxth., fro m their audiences the grea t passions 
which we associate, for example, with t he ^Shalfespeariah 
tragedy.:, t heir aim is more delicate, a nd the y strive'^f o 
awalsejn. jis»emotiQnsjQ.l.aJiner_andJess„taneible sort. v 
\^'‘hi]e IMaeterlinck was one of the first dramatists to 
inform his works with _an,_atmosphere entirely unreal''(using 
that word in the sense of that which deals with the outward 
phenomena of life), there are many who have accompanied 
or followed him in li is quest _fo.r_the_m vsterv of existence ?! 
In JialiL Pirandellp^has adopted this method in several of 
his plays, and in R ussia has arisen a whole school of 
.dramatists who endeavour .^tn avp id_±be outwardly re a). 
a nd who clothe deep thoughts in fantastic guise. Of these 
one of the most noteworthy in ^JS[,_Eyrelnpyj ^hgsejmeans 
o f expression have moved gradually from the modified -re- fj 
alism to a pronounced impressionism and~Iantasy. ..Among i 
his more recent. w,orks-.wnlten'in this latter style there is a 
little ‘monodrama’ entitled .T/ig The a tre of the Soul which 
ma)’- be taken as typic al of this more advanced movement. 

It is prefaced by a prologue, in whi.ch ~a 'Pfotess6r~comes 
out on the stage before a lowered curtain in front of which 
stands a blackboard. He addresses the audience : ^ 

Some days ago, ladies and gentlemen,® the author of the 
work which is to be produced to-day, The Theatre of the Soul, 


First Blind Man. Where does the wind come from? 

Second Blind Man. It comes from the sea. 

The Oldest Blind Man. It always comes from the sea; the sea hems 
us in on all sides. It cannot come from elsewhere. . . . 

First Blind Man. Let us not think of the sea any more ! 

^ The following rendering has been specially prepared for this volume. 
As translated by M. Potapenko and C St. John the play was acted 
once in London in 1915. ® The original has ‘citizens.’ 
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came to me. I confess that at first I was prejudiced against this 
work, deeming that it would be, as so often happens in our 
theatres, a kind of vaudeville show, lacking in creative power and 
in significance. I had the pleasure, however, of realizing that 
The Theatre of the Soul was a truly learned production, corre- 
sponding with the latest discoveries of psycho-physiology. The 
investigations of Wundt, Freud, Theophile Ribot, and others have 
shown that the human soul is not a homogeneous thing, but that 
it consists of several Egos. Do you follow me? {He zvrites on 
the board “I 1 J ^ — I Fichte assumes that if ‘F is 
T,' then the world is not T.’ Clear? Yes. But, according to 
the latest discoveries, while tlie world is not T,’ ‘F is also not 
T.' Clear? T’ is not T,’ because in ‘F there are several T’s.’ 

In point of fact T’ consists of three T’s.’ [He vitrites "I 

3 

So the big T,’ the central T’ (in former terminology the Soul), 
falls into three parts; T’ the first, T’ the rational, the Learned 
/ (in the old terminology' Thought) ; ‘F the second, ‘F the emo- 
tional, the Agitated 1 (in the old terminology Emotion) ; T 
the third, ‘F the subconscious, the Houseless I (in the old ter- 
minology the Eternal). Clear? All the three T’s’ go to make 
up the great central T.’ [He writes ‘T •\-I The 

ancients assumed that ‘F lay in the liver; Descartes assumed 
that it lay in the brain ; but the author of the present production 
assumes that the soul contained in our body lies exactly against 
that part of the chest which we strike when we utter such 
words as "My soul is weary,” “My soul rejoices,” “My soul 
boils with indignation,’’ etc. In accordance with this the scenes 
of the soul are drawn in the following manner. [He draws on 
the hoard, with coloured chalk, a picture which he further de- 
scribes.'] Over the enlarged diaphragm, on the aorta and the 
hollow vein above, hangs a huge heart, beating at the rate of 
from 55 to 125 throbs a minute. To the left and right it is sur- 
rounded by the curtains of the lungs, which breathe from 14 to 
18 times a minute. At the back appears the vertebral column, 
with the spinal ribs. Here there is a small telephone of a nerve-* 
yellow colour. On the diaphragm quiver pale yellow threads of 
nerves, . . . Here, so to say, is a picture of the ‘theatre of ac- 
tion’ of the ‘I’ or self. Knowledge, ladies and gentlemen, not 
only explains, it brings relief; thus, for example, it is not suffi- 
cient to say that ‘I’ acted foolishly. It must be explained which 
‘I’ happened to act foolishly. If the emotional ‘I’ was foolish, 
no more need be said. The subconcious T’ is also not worth 
considering. But beware if the foolish '‘I’ was the rational. 
Yet, ladies and gentlemen, in whom is that T’ fully and clearly 
developed in our mad age? . . . Here I must end my speech and 
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give way to the author, the actors, and you, respected judges of 
this unusual production. 

[He goes off; fhc blackboard is removed. The curtain 
7'iscs to reveal the scene of the soul as described by the 
Professor. On the stage, that is, on the diaphragm, sit 
all the three ‘J’s." They resemble one another; they are 
all ill black, yet they arc dressed in different ways. The 
first T wears a frock coat; the second 'V has an artistic 
blouse with a red bow tic; the third 7 ' has a travelling- 
jacket. There arc further differences betzecen them in 
that the first T is a trifle grey, very tidily groomed, 
spectacled, pale, with thin Ups and restrained manners; 
the second ‘V is dishevelled, young-looking, with scarlet 
lips and loud gestures; the third ‘T wears a black half- 
inask, carries a travelling-bag, under his arm, and sleeps 
in the manner of a weary traveller. 

Second I [at the telephone^. "WTiat? Hullo! Hear badly? 
But I'm talking quite loud. . . . You've a noise in your ears? 
Your nerves are on edge. . . . Oh, well. . . , Brandy! ... I 
say to you — brandy ! . . . 

First I. Remember, just for your own amusement you are 
forcing him to empty the third flask. Poor heart, look how it’s 
beating! . . . 

Second I. I suppose in your opinion it ought to doze all the 
time like that subconscious thing? A fine occupation ! 

First I. If the heart goes on beating like that, it won't beat 
long. 

Second I. Well, all the same it will have to stop, sooner or 
later. 

First I. You are repeating what I said. 

Second I. You see. you sometimes say sensible things. 

First I. Don’t touch the nerves ! You’ve been told . • . 

[The nerves grate whenever they arc touched. 

This will serve as an example. It may appear that the 
placing of a drama within a .man, the making , of t he 
c haracters *souls' or T’s* is hopglp-S'ily , bizarr e, and fantastic , 
yet we must remember that here, after all, is something 
new, something far away from the interminable tragedies 
of the eighteenth century and the stereotyped comedies and 
romantic operas. Moreover, here, whether we like it or not, 
is the art-form of the immediate future. Dramatists in 
England and Ireland are steadily moving along the paths 
already traversed by Evreinov and his companions. It is 
not that all or even any of them have achieved such fantasy 
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of expression, but that each informs his works with a peculiar 
atmosphere which is distinct from the symbolism visible 
in Ibsen's better-known works. Whereas Ibsen normally 
Ia^s...stness. mainly^ jipon..,the_^r^lem^ or upon the men and 
kvoipen.^utilizing suggestion and symbolism to . rai se hi s 
p]gT§- ab ove J.he _ jpa^tict^ar, jto, Jlhe_ jfeneral,_the.s^ _,p;a^^ 
writers.J.ay,j(:lieir._stxess_.onJh^i6rces-that„exist,be.y.oxi.cLjaanjv 
on_fate.,pn.the, spiritjof.<jiT^.ur.e..jDn..the.Jair.y.. worlds 
atmosphere . is the ^tmQ sphere..pf ..mystery, not the atrn.p.sr 
phere^ p.f_ so-ca lled reality, where i n are seenjonl v the visib le 
phenomena of life, 

(ii) J. M. Synge and W. B. Yeats; the Irish School 

Of these dramatists there can be no question but that 
John ^Millington .Synge -and Mr William Butler Yeats, each 
in his own province, stand high above the others, Synge 
for his dramatic intensity. Mr Yeats for his supreme lyrical 

~riBiBi I iiinf III II I I j j j . m"' ^ ^ '•m l i n .r'm' ■■■!' ■» 

pP3yfin. Both take their inspiration from their native 
land, but both viewed Ireland not as a particular piece of 
territory, but as a living being wit h a spiritual pres ence 
df_its ow.nX.a^ymbQl.~Qf-something beyond their morta l 
compxehensioi^ Synge was born in 1871, but, leaving 
Ireland, it seemed as if he were to lose those talents which 
were marked in his brilliant youth. In Paris he wasted 
precious hours in the midst of a decadent Bohemianism, 
and, had it not luckily happened that Mr Yeats, in the 
year 1897, stumbled upon him there, it is possible that his 
name now would be unknown. With the insight of true 
genius Air. Yeats saw both his strength and his weakness, 
divined the good that was in him and his principal needs. 
Resolutely he counselled him, sending him off from the 
artistic and would-be artistic circles of the French capital, 
vitiated and over-civilized, to the barren stretches of moor- ■ 
land and mountain on the west coast of Ireland. After 
a few moments of doubt and perplexity Synge found his 
true medium. He listened to the peculiar intonations 
of the Irish peasantry, and suddenly discovered that that 
strange English dialect, all transfused with the poetic 
imagination of the Gaelic mind, formed a novel and 
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beautiful medium for the expression of his thoughts and 
passions. He saw these peasants, lonely in the presence of 
ihe mountains and the moors, and he realized, as Words- 
worth did before him, the natural majesty of th eir simple 
ch aract ers. He wandered over the barren stretches of 
heather, and listened to the ceaseless roar of the Atlantic 
on the storm-swept coast, so that there came to him some 
CQnc.eD-ti-0.n._ pf the mystery of nature, an d his heart filled 
with a sense of that darkness and depth and Tj^uty 'ivlnSi 
have always charactel*ized the literary works of the Celt. 
His genius, however, was by no means Avholly tragic. In 
the Aran Islands he l;till“~lSpt his jgrip upon'^ 'feaEty. and , 
observing life, he was able to write his comic masterpiece. 
The Playboy of the Western World. In some ways this 
corned}- is his most perfect work, but it has not the depth 
visible in the still coinic, but more imaginative, little sketch In 
ihe Shadozif of the Glen (1903), the deeply poignant Riders 
to the Sea (1904), the strange Well of the Saints (1905), 
and the majestic, though unfinished, Deirdre of the Sorrows 
(1910). His_mmdj[s-tQO JulUjdLt^ f u Lan d the strong 

to_gi.v&_free_expression.J:o_ li ghter laughter and merriment. 

^Riders to the Sea is one of the masterpieces of our modern 
theatre. It is simple, but grand in its simplicity. The 
scene is a lonely sea-coast cottage. Outside the ocean 
roars hungrily for its toll of human lives. Within Maurya 
sits remembering with bitterness its greedy tax-gathering, 
remembers the father and the grandfather and the four 
strong sons who have perished in the wild waste of seething 
waters. To her one son alone is left, and he will go to the 
horse-fair far off on the mainland. Maurya knows what 
it will mean; it will mean that men will carry in to her 
a dead son, snatched lifeless from the waves. So it comes 
to pass, and darkness settles down on the lonely cottage. 
The sea has claimed Maurya’s all. 


We are here in the presence of elemental thing s. The 
sea becomes a living force, a demon hungering after men; 
tiie^ figures in the cottage, weak as they may be in face of 
the physical power of the ocean, are titanic in their courage • 
and grandeur. The tragedy goes back to; primal emotions A 

X 
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to the struggle of man with nature . It is .strong „ in Jts^ 
prnneval i ntcns it}'-, the weakening force of civilization far 
off, clist^t, and Tinhcard. The n nivcrsalitv. the strength , 
the. majesty, of this little work cannot too highly be praised, 
but these would not have taken such a hold of our hearts 
had Synge not gaincd_a,jic:^V_me.dij.jtii^in which to express 
his innermost feelings: 

Maurya \)'tiisiuf/ her head and speahing as if she did not see 
the people around her']. 

anythin g more the sea can do to me.., . . . I’ll liave no call now to 
liT up crying and praying when the wind breaks from the south, 
and you can hear the surf is in the cast, and the surf is in the 
west, making a great stir with the two noises, and they hitting 
one on the other. T’ll have no call now to he going down and 
getting Holy Water in the dark nights after Samhain. and I won’t 
care what way the sea is when the other women will be keening. 
\To Nora] Give me the Holy Water, Nora; there’s a small sup 
still on the dresser. [iVrra gives it to her 

Maurya [drops MichoeVs clothes across Bartley's feet, and 
sprinkles the Holy JJ’atcr over him]. It isn’t that I haven’t 
prayed for you, Bartley, to the Almighty God. It isn't that I 
haven’t said prayers in the dark night till you wouldn’t know 
what I’d he saying; hut it’s a great rest I’ll have now, and it’s 
time, surely. It’s a great rest I’ll have now, and great sleeping 
in the long nights after Samhain, if it’s only a bit of wet flour we 
do have to eat, and maybe a fish that would be stinking. 

[She kneels down again, crossing herself, and saying 
prayers under her breath. 

Cathleen [to an old man]. jMaybc yourself and Eamon would 
make a coflin when the sun rises. We have fine white boards 
herself bought, God help her, thinking Michael would be found, 
and I have a new cake you can eat while you’ll be working. 

The Old Man [looking at the boards]. Are there nails with 
them ? 

Cathleen. There are not, Colum; we didn’t think of the nails. 

Another Man. It’s a great wonder she wouldn’t think of the 
nails, and all the coffins she’s seen made already. 

Cathleen. It’s getting old she is, and broken. 

[Maitrya stands up again- very slozuly and spreads out the 
pieces of Michael’s clothes beside the body, sprinkling 
them with the last of the Holy Water. 

Nora [in a whisper to Cathleen]. She’s quiet now and easy; 
but the day Michael was drowned you could hear her crying out 
from this to the spring well. It’s fonder she was of Michael, 
and would anyone have thought that? 
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Caihlccn [slowly and dearly']. An old woman will be soon 
tired with anj^tliing she will do, and isn’t it nine days herself is 
after crying and keening, and making great sorrow in the house ? 

Maiirya [jnits the empty cup mouth dowmeards oji the table, 
and lays her hands together on Bartley’s feet]. They're all to- 
gether this time, and the end is come. May the Almighty God 
have mercy on Bartley's soul, and on Michael’s soul, and on the 
souls of Sheamus and Patch, and Stephen and Shawn [6cncf:ji<7 
her head]; and may He have mercy on my soul, Nora, and on 
the soul of every one is left living in the world. 

[S/ic pauses, and the keen ^rtses a little more loudly from 
the women, then sinks- away. 

J/aurya [continuing]. “ Michael has a clean burial in tlie fa r 
aar.th, by the grace of the Almighty God. Bartley will have“a 
fine coffin out of the white boards, and a deep grave surely. 
^Mhat_mo re can he wan * thnn-fkaii? No-man-at all c an be living 

[She kneels down again, and the curtain falls slowly. 

B^JtdrcjifJIicSorro'pus is a different, but no less arresting, 
drama. Here Synge has taken for his theme one of the 
mosLJ ioignant and deeply tragic of all those lovely t^s 
o f Celtic love and mv st er^^ ^ tale wfiicfThas been utTlized 
not only by himself, but also by Mr G. W. E. Russell and 
by Mr W. B. Yeats. The story tells how Deirdre, betrothed 
to Conchubor, King of Ulster, whom she loves not, finds 
her mate in Naisi, son of Usna, Together the two fly to 
•Scotland, and for seven blessed years they dwell in peace 
among the mountains of Alban. Conchubor still desires 
the beautiful Deirdre, and he sends a message of friendli- 
ness, bidding them return to Erin. Believing that all is 
well, they come back, and Conchubor, black treachery in 
his heart, slays Naisi’s brothers, murders Naisi himself, and 
would seize Deirdre. Her spirit, however, is linked with 
that of her lover, and she dies with his dagger in her breast. 
No mere description can express the beauty with which 
S3mge has clothed this legend. The dim figures, con- 
ceived in an ageless past and tinged with the roseate hue of 
romance, take life before us. We see the lovely maiden- 
hood of the resolute Deirdre, waking to life when she hears 
the voice of her mate, Naisi. We' see Naisi himself, strong 
and.handsome, a fit mate for her. They know of the doom 
which hangs over their love, but they prefer the joy of some 
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passing years to the endless misery of blasted lives. . It is 
in the second act that Synge shows his full genius. When 
the messengers of Conchubor arrive Deirdre instinctively 
knows that the proffered friendship covers deceit and 
treachery. She would not return to her native land, and 
would persuade Naisi to remain in the mountains of Alban. 
But Naisi is not quite so completely filled with love as she. 
For her, love is everything. No doubt or question may 
enter in to break its tremendous intensity. Naisi, on the 
other hand, sometimes wonders whether aRer all this dream 
may not some time be shattered. Mayhap one day he would 
come to lose his love of Deirdre, and sorrow would consume 
their lives. Deirdre overhears his words to Fergus, and, 
true to her nature, she makes up her mind. They will 
return. Although death, she knows, awaits her, it is better 
to die when love is strong than to spend hopeless years 
in sloAv-consuming bitterness. They arrive at Conchubor’s 
house. Naisi’s brothers, far down in the woods, are 
treacherously set upon, and Naisi would go to save them. 
Deirdre knows it is death, and she tries to dissuade her 
lover, but he throws her off Avith cruel Avords. The canker 
of doubt, the canker of Aveariness, has poisoned his soul, 
and their love is nearl}’- sundered. The tumult ceases, and 
Naisi is dead. Lonely Deirdre stands before Conchubor, 
Avhen a neAv turmoil arises. Fergus, the messenger of 
Conchubor, angered at the treachery of his master, has set 
his palace in flames, but Conchubor can think of nothing 
but his desire of Deirdre. It is fitting that, in the midst 
of the flaming palace, she should put Naisi’s dagger to 
her breast. She dies, as she had lived, his mate. It 
seems only a pity, but a tragic pity, that to those tAvo death 
had not come even sooner, that Naisi’s last AVords to her 
Avho had given all for his sake should have been Avords of 
cruel and bitter import. 

Synge’s other plays are not so tragic as these. 

Shadow of tlie.Glenis a peculiar litt le ske tc h of Ir is h pe asant 
.life, ro mantical ly^aod at .t he„same...time.„cynically„.trg^gd. 
A little lonely cottage stands in the glen. Nora>^the Avife, 
is someAvhat relieA^ed Avhen Daniel Burke, her husband, 
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la)'S himself down on his bed of death. She is ill suited 
to be a home-keeping housewife, and her emotions go 
forth to the wild moors and the grey road. For her these 
tilings are symbolized in the Tramp, to whom she has given 
her love. The Tramp and she sit chatting, jesting, and 
making plans, as Daniel Burke lies there in his cot by the 
wall. Nora, however, is not sufficiently in love with the 
Tramp, as a man. to keep herself from making advances 
to Mike Dara, who comes in to visit her. What success 
she would have had we cannot say, for the wife’s newly 
found freedom is rudely broken by a sneeze from the corpse, 
and Daniel rises to confront her. He has only been playing 
he." a trick, and now he knows her for what he suspected 
her to be. In rage he sends her out of the cottage, but she 
is content to go. The Tramp will be waiting for her down 
the road. This novel treatment of a theme used as long 
ago as 1701 in The Funeral gained for Synge an amount of 
opposition in Dublin. Here was an Irishman daring to 
suggest that an}' Irish wife could be faithless. Whatever 
Irishmen might say among themselves about Irish women, 
sureh' it v/as unnecessary to let all the world know that 
Noras might dwell in country cottages in the west. The 
opposition had both justice and folly on its side. It was 
inspired by political motives, and we can see quite clearly - 
that, in the former state of Ireland, there was no good in 
showing up evils which existed and which might have been 
advantageously exposed in other circumstances. On the 
other hand, politics frequently make us lose our sense of 
humour, and we ought to be able to appreciate ,the cynical 
_charm'^f Synge’s play without generalizing to'roake it a 
common attack upon all Erin’s daughters. Besides, apart 
from national associations, it is one of the most cleverly 
written and ably constructed one-act dramas of modern times. 

The W ell of the, Saints is equally cvnical.Jbu t-ro ore synii - 
bolic in import. _ C omedy and im agination meet here in one, 
Synge having captured the true secret of .t hat elusiv e 
quility.,-jjimiayj:*. The _Jheme of the pla}L -is„.^ejdiaiy 
fanta§ti£, There is a certain well, belonging to a certain 
saint, the waters of which can make the blind see. To this 
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well come an old beggar and his wife. They have never 
seen one another, but they believe one another to be beauti- 
ful. The saint gives them the gift of sight, and suddenly 
each sees the haggard, withered visage of the other. Harsh 
words end in blows, and they part. Darkness settles on 
them once more, and by chance they stumble on one another. 
They start talking, and gradually their old companion- 
ship revives. The divine gift of laughter eases over their 
troubles, and they are about to set off on their united travels 
again when the saint reappears. He will renew their 
vision. The thought, which before had been full of happi- 
ness and hope, is bitter to them, and the old beggar can 
do no more than throw the goblet of blessed water from 
khe hands of the saint on to the ground. _J arkness with 
f visions a ndJiopeJsJjetter-ihanJJidit-A^ mental ...bitt ernes s. 

Synge’s other drama, The Playboy of the W estern W orld, 
can hardly be dealt with satisfactorily in this section. It 
is a realistic, if fancifully conceived, picture of the Irish 
peasantry, and belongs wholly to the realm of comedy. 
Even in treating of In the Shadozv of the Glen we have 
departed sufficiently from the normal development of the 
symbolic drama, and it is his contribution to this genre 
which is Synge’s greatest claim to fame. In after times 
he will be remembered most for Riders to the Sea and for 
Deirdre of the Sorrozus, His skill in the delineation of 
c haracter . Jiis_ st:de..^hjs.-^&nse_oJLjnaj£St^^^^^ him 

supr eme tragic d xamat.isL,C lt is not t oo much to sa y that 
i n .these plays this Irish author came close to the geniu s 
ojLShal<«spear.e, As the years pass he will unquestionably 
stand out more and more as one of the principal dramatic 
writers of our century. , . ■ 

Mr W. B. Yeats differs from Synge in his general .Jack 
of,J?MroAu^^h his ' emp l o^rment of p.qetry i nstead of prose, 
and in his m ysticism,. Some of his lyrics are finer than 
any of his dramas, beautiful as these are; and his igs. oten - 
cism^ends to weaken the truly dramatic element in his 
work for the theatre. In spite of that, he remains, and 
will remain, one of the dominant European figures in the 
development of the poetic-and symbolic- play. Mr Yeats’ 
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dramatic activities stretch from The Countess Cathlecn 
sprinted 1S92; acted 1899) to Four Plays for Dancers (pub- 
lished 1920). Nearly all are on poetic or fanciful themes. 

It is possible that his finest achievement in this sphere 
■was his first, The Countess Cathlecn. Like Synge, Mr Yeats 
had to suffer a certain amount of opposition when his play 
was first produced. The actors, he tells us, 
had to face a verj- vehement opposition stirred up by a politician 
and a newspaper, the one accusing me in a pamphlet, the other 
in long articles day after day, of blasphemy because of the lan- 
guage of the demons or of Shemus Rua, and because I made a 
v.'oman sell her soul and 3'et escape damnation, and of a lack of 
patriotism because I made Irish men and women, -who, it seems, 
never did such a thing, sell theirs. The politician or the news- 
paper persuaded some forty Catholic students to sign a protest 
against the pla}*, and a Cardinal, who avowed that he had not 
read it, to make another, and both politician and newspaper made 
such obvious appeals to the audience to break the peace, that a 
score or so of police were sent to the theatre to see that they did 
not. 

In spite of little-minded and mistaken patriotic enthusiasm 
The Countess Cathlecn has come to be regarded as one of 
the most beautiful poetic dramas of modern times. The 
story, as I\Ir Y'eats tells us, was taken from an Irish news- 
paper, where it •was given as an Irish legend, but was 
apparently translated from a French tale. Famine is 
creeping over the land, and two Demon Merchants are 
wandering up and down buying souls for bread. The 
Countess Cathlecn, majestic in her pity, offers to buy off the 
souls that have been bartered at the terrible price of her 
own. The IMerchants, eager to gain so high a price, willingly 
consent, but they are thwarted in the end, for a divine pity 
takes pity on her own, and she is granted a heavenly 
crown. The drama is complicated by the presence of Aleel, 
"lover of Cathlecn, and singei* of beautiful songs. His is the 
spirit of poetry, he is the lover of art : 

, /' Impetuous heart, be still, be still, 

^ • ' Your sorrowful love can never be told ; 

Cover it up with a lonelj' tune. 

He that could bend all things to His will 
Has covered the door of the infinite fold 
With the pale stars and the wandering moon. 
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It is his impetuosity and passion which give to the drama 
its last fading beauty. The lines are so lovely and so 
characteristic of Mr Yeats* poetic spirit that they may be 
quoted here in full : , 

CatJiIeeti. Bend down your faces, Oona and Aleel; 

I gaze upon them as the swallow gazes 
Upon the nest under the eave, before 
She wander the loud waters. Do not weep 
Too great a while, for there is many a candle 
On the High Altar though one fall. Aleel, 

Who sang about the dancers of the woods. 

That know not the hard burden of the world, 

Having but breath in their kind bodies, farewell I 
And farewell, Oona, you who played with me, 

And bore me in your arms about the house 
When I was but a child and therefore happy. 

Therefore happy, even like those that dance. 

Tlie storm is in my hair and I must go. ISIie dies. 

Oona. Bring me the looking-glass. 

lA woman brings it to her out of the inner room. Oona 
holds if over the lips of Cafhleen. All is silent for a 
moment. And then she speaks in a half-scream: 

O, she is dead ! 

A Peasant She was the great white lily of the world, 

A Peasant She was more beautiful than the pale stars. 

An Old Peasant Woman-. The little plant I love is broken in 
two. 

lAIcel takes the looking-glass from Oona and flings it npon 
the floor so that it is broken in many pieces. 

Aleel. I shatter j'ou in fragments, for the face 
That brimmed you up with beauty is no more: 

And die, dull heart, for she whose mournful words 
Made you a living spirit has passed away 
And left you but a ball of passionate dust. 

And 3'ou, proud earth and plumy sea, fade out! 

For you may hear no more her faltering feet. 

But are left lonely amid the clamorous war 
Of angels upon devils. 

[He stands up; almost every one is kneeling, but it has 
grown so dark that only confused forms can be seen. 
And I who weep 

Call curses on you. Time and Fate and Change, 

And have no excellent hope but the great* hour 

When you shall plunge headlong through bottomless space. 

[A flash of lightning followed immediately by thunder. 
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'A Peasant JVoman. Pull him upon his knees before his curses 
Have plucked thunder and lightning on our heads. 

AlccL Angels and de^•ils clash in the middle air, 

And brazen swords clang upon brazen helms. 

lA flash of lightning followed immediately by thunder. 
Yonder a bright spear cast out of a sling, 

Has torn through Balor’s eve and the dark clans 
Fly screaming as they fled iloytura of old. 

{Everything is lost in darkness. 
An Old Man. The Almighty wrath at our great weakness and 
sin 

Has blotted out the world and we must die. 

{The darkness is broken by a z-isionary light. The peasants 
seem to be kneeling upon the rocky slope of a mountain, 
and z-aponr full of storm and ez er-changing light is 
sweeping above them and behind them. Half in the light, 
half in the shadow, stand armed angels. Their armour 
is old and worn, and their drazvn swords dim and dinted. 
They stand as if upon the air in formation of battle and 
look dozLiiward with stern faces. The peasants cast 
themselves on the ground. 

Alecl. Look no more on the half-closed gates of Hell, 

But speak to me, whose mind is smitten of God, 

That it may be no more with mortal things, 

And tell of her who lies there. [He seises one of the angels. 

Till you speak 

You shall not drift into eternity. 

The Angel. The light beats down ; the gates of pearl are wide. 
And she is passing to the floor of peace. 

And Mary of the seven times wounded heart 
Has ki.csed her lips, and the long blessed hair 
Has fallen on her face ; The Light of Lights 
Looks always on the motive, not the deed, 

Tlie Shadow of Shadows on the deed alone. 

{Alecl releases the angel and kneels. 
Oona. Tell them who walk upon the floor of peace 
That I would die and go to her I love; 

The years like great black oxen tread the world. 

And God the herdsman goads them oh behind 
And I am broken by their passing feet. 

{A sound of far-off horns seems to come from the heart of 
the Light. The vision melts away, and the forms of the 
kneeling peasants appear faintly in the darkness.^ 


1 This last scene was slightly revised after the performance of 1899. 
The variations are given in the Poems of 1912, pp. 3x5-319. 
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Before 7 ^/^ Countess Cathleen first appeared on the stage 
The Lam of Heart’s Desire had been performed, in 1894. 
^irs is anothe r union of the poetical treatment of peasant 
Jife„apd^the...\v,orJd.^ojL! 5 idiiSLi^Hi£S Bridgertruiri 
is representative of the matter-of-fact, hard-working world, 
completely out of touch with her son..Shawn’s wife, Mary, 
whose mind is filled with “foolish dreams” of 

How a Princess Edane, 

A daughter of a King of Ireland, heard 
A voice singing on a May Eve like this, 

And followed half awake and half asleep, 

Until she came into the Land of Faery, 

W’here nobody gets old and godly and grave. 

Where nobody gets old and crafty and wise. 

Where nobody gets old and bitter of tongue. 

Out of the woods comes a fairy child, and at its call Mary 
must go. She loves her Shawn, she loves the world, but 
she has heard the horns of the elfin troops, and her spirit 
departs to the land of dancing and joy, even in death. 
There is a sound of feet outside on the grass and many 
voices singing: 

The wind blows out of the gates of the day, 

The wind blows over the lonely of heart, 

' And tiie lonely of heart is withered away; 

While the faeries dance in a place apart. 

Shaking their milk-white feet in a ring, 

Tossing their milk-white arms in the air; 

For they hear the wind laugh and murmur 
and sing 

Of a land where even the old are fair, 

And even the wise are merry of tongue; 

But I heard a reed of Coolaney say — 

“When the wind has laughed and murmured 
and sung. 

The lonely of heart is withered away.” 

Among Mr Yeats’ other dramas, Cathleen Ni Houlihan 
(1902) seems the most arresting. Many of the rest, among 
them The ‘Shadowy Waters (printed 1900, acted 1904, 
revised 1906), The Hour-glass (1903, revised 1912), The 
King’s Threshold (1903), and Deirdre (1906), are full of 
beau t iful poetry , but all suffer from the defects of his still 
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more recent works in making lovely verse the prime agent' 
in securing his effects. Action becomes lost under a shim- 
mering mist of delightful words. Cathkcn.Ni. Houlihan, 
on the other hand, tells a straightforward story — how in 
1798 IMichael Gillane is preparing to marr)* the girl he 
loves, Delia Cahel, and how an old crone enters the cottage 
and with her words fires the heart of IMichael. As it came 
to iVlary Bruin, so the call of spiritual life has come to him 
and he must go. In spite of all pleadings he steps out of 
the cottage, heedless of their words, and the voice of the 
old crone can be heard outside. But she is no woman, 
this strange figure; she is Cathleen Ni Houlihan, symbol 
of Ireland herself, and when they look out of the cottage 
door they see that she has become transformed. Instead 
of an old crone she has become “a 3fOung girl, and she 
had the walk of a queen.” 

All of Mr Yeats’ dramas suffer from ton great lyrical fer- 
vour._an d from a lack of nrtinn ; y^t they are incomparably; 
the finest noetic plays of our time. Theirju nion-jdf-realitv, 
and_oJL&i3irit,uaLthm2S^he.ir.note ojLdreamyJjea utv. their 
p re-eminent mysticism'. -place them in a sphere bv themselve s! 

Of those other Irish dramatists who adopted something 
of the same style Mr JMjvard .Martyn claims particular 
attention. From his first effort, XkciHjixiUicrLBicld (1899), 
to his last works of the j^ears just before the War he has 
provided the theatre with several plays of sterling excellence 
and true beauty. He is the more remarkable because he 
unites anjj,niilnchJla&J:g.allsgi» akin to that of the domestic 
playwrights, with a-vivid^aoericjinaginatiGn. The Heather 
Fieid illustrates this well. . Carden Tyrrell, the hero, is 
a poet in temperament. He sees things beyond the ken 
of mortal man, and his whole life is bound up in an ideal. 
That ideal takes the form of a desire to reclaim the broad 
heather-lands on his estate. His money goes steadily; 
day by day he strives, and day by day the moorland baffles 
him. He gets a mortgage on his land; too poor now to- 
pay it off, h'e“sees with misery that all has gone to naught. 
Perhaps even now, had he been able to go away, he might 
have died happy, for grass had been springing where the 
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heather was. But it was not his. fate to die in peace. His 
son Kit, pla3'ing in the fields, gathers a bunch of heather, 
and brings it in laughing to his father. It is from the field 
which he has been striving to reclaim. A cry tells us that 
his heart is broken, and darkness settles on his spirit; ,-His 
mind is smitten, and he dies a lunatic. It is evident here 
that we have more than a m er. e._domestic play . Apart 
from the prevalent idealism of Carden Tyrrell himself, we 
are faced with the symbolism of the whole theme, and the 
play consequently comes nearer to Synge and Yeats than 
it does to Ibsen and Galsworthy. 

(1900) is even more inwrought •with the poetic 
spirit. The_ fa.iny^WQxld, here_takes_shaD e before us, and 
the story is the story of Mr Yeats’ The Land of Hearths 
Desire. JMaeve 0’He3mes is a replica of !Mary Bruin;- 
her sister Finola is the companion of the old Bridget. To 
Maeve as to j\Iary comes the vision of the fairy folk, of 
' Queen Maeve who lives her spirit life in a moorland haunt 
arid’ who keeps in her hands all permanent beauty. Maeve 
O’Heynes, again like jMary, hears the call of two worlds, 
and the one proves stronger than the other. Here, more 
clearly eA'en than in The Heather Field, Mr jMartyn shows 
himself as one of the school of poetic and S3'mbolic play- 
wrights. Sea (1902; printed 1904) carries 

on his development of what may be styled the^jnaginative- 
realist drama. The fairy w'orld is here represented in pu-y 
Fbnt^w ho is not wholly human; his kin are in fairyland, 

- and his spirit is in the waves of the sea. From the sea he 
came, and to the sea he returned. 

/ ]\Ir j\Iartyn’s real strength is seen to lie in thi^sl^agge 
‘w-'^union of re ality and^oOhe supernat ura l. Few dramatists 
have succeeded as he has in welding together into a com- 
plete whole these two spheres. At the same time, his art 
in general shows a certain want of orientation. If he is 
m3"sticall3^ inclined in Maeve, he sinks to sordid actuality 
in Grangecohnan (1912). If his supernatural atmosphere 
is perfectly achieyed in An Enchanted Sea, it is somewhat 
vitiated in the comic atmosphere of The Dream Physician 
(1914). His fame in the future will undoubtedly depend 


' THE SYMBOLIC AND POETIC DRAMA 417 

upon the peculiar idealistic spirit that inspired The Heather 
Field and Maeve. No other writer of our time, save per- 
haps Sir James Barrie, has quite the same power of uniting 
these t^vo contraries. 


(iii) Sir James* Barrie 

In Sir— James_.Bar.rie there is apparently som^tbi.ngJn 
c ommon with the spirit of.J^Ir^Maitvin, but he.is,th‘stingjiished^ 
f rom.tlie Jatter„b.}On.&cglJLQiJi«mQufnJ.yJlfs sentimentalisni, 
ajid^by^Jiis^isatincal^tendenciesl-- Normally Sir James 
Barrie loQl c-s .at , ,the._wQr1d-tli rou gh rose-colo u red snectac les.* 
A vein _of_ sentimen talism _.b iends..jvj.th_his, whimsicalij^^l 
aud^f-Jie-is .aatiiical,-heJs-n.eyjer.,bi.tter, jhpugh at tinies v 
he. may be tri vial . He is_ a man who has done a great deal . 
for the theatre, yet often we feel .that he has not done all 
that he could have done, tha^,he,Jias.jnQt.. given, us..con“ 
sistently_oLJiis-best* If Peter Pan (1904) is a perennial 
delight, if The Admirable Crichton (1902) is a charming 
fantas)’-, if A Slice of Life (1910) is a delicious piece ot 
literary satire, we feel that The Little Minister (1897) is 
little more than a sentimental romance, that Der Tag (1914) 
is a potboiler not in very good taste, that A. Kiss for 
Cinderella (1916) is mawkish and weak, and that The Truth 
aboitt the Russian Dancers ( 1920) has little beyond topical 
interest. The-Jac t is that Sir Tames Barrie has exploited 
hi s vein of ^ whimsicalit y, too much. ^ Some of his topsy- 
turvy conceptions are little short of being works of genijis, 
but it is no good criticism which can profess to enjoy plays 
which obviously have nothing of value in them. Idolatry 
may be pressed too far, as we know to our cost by the 
vast and often foolish Shakespeare literature, and Sir James 
Barrie himself might, perhaps, be the first to acknowledge 
that many of his plays stand upon a plane infinitely lower 
than his true masterpieces. 

Of these masterpieces Peter Pan comes first in popular 
esteem. So well known Is” this fantasy of the boy who 
never grew up that it would be mere waste of space here 
to analyse its plot or to criticize it in detail. It has captured 
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the hearts of young and of old alike, and will no doubt 
remain for many years a successful stage play. The 
Admirable Crichton .(1902) presents a realistic counterpart. 
Instead of a fanciful theme, the author introduces us to 
an almost normal aristocratic English household, which 
is disturbed only by Lord Loam’s queer endeavours to 
establish a common ground between his servants and' 
himself. If Lord Loam is eccentric, Crichton is a perfectly 
model butler, cool, polite, and pdlislied. Imagine these 
men, says the author, cast on a desert island, and in Lear’s 
words, “Handy-dandy, which is the justice; which is the 
thief?” Lord Loam and his aristocratic relations prove 
themselves utterly useless ; it is Crichton who alone 
possesses the requisite presence of mind and handiness. It is 
he who makes a camp-fire, he who builds a shelter, he who 
finds food. And, in doing all these things, he becomes 
the aristocrat. He is master of the situation. For a 
time Lord Loam and the others, drilled in the darkness 
of the night, creep back to the fire and accept the 
altered conditions. T wo years .. they _ stay- . there,- - and 
Crichton is just falling in love with Lady Mary when civili- 
zation 'returns in the shape of a rescue ship. They are all ‘ 
carried back to London. Lord Loam assumes his old 
position, and Crichton once more plays the part of the 
model butler. It is this power of conceiving changed 
conditions, of imagining the silk-hatted, frock-coated 
Parliamentary Minister in corduroys and slouch cap, which 
gives to Sir James Barrie’s works their chief charm and 
fascination. 

T his topsy -tun^ydom and queer blending of two world s 
appears jLni^aiudte'redJSrmTin^^ more re cent-wo3±s Dear 
and Mary Rose (1920). In the former a 
group of ordinary people are shown to us lamenting that 
they might, in other circumstances, have been this or that. 
Let us, says Sir James Barrie, imagine what would have 
happened had some sprite been at hand to give them their 
wish. So we see them all in other circumstances, such 
■as they might have lived in had fate given them what 
they desired. But hardly anything is changed. After all. 
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they remain what they were. Character, says the author, 
is the only destiny, il/gry Rose makes even greater use 
of the supernatural. Here Celtic legend has been called 
in, and Mary Rose, like that other iMary, her namesake in 
Thc^Laud of .Heart's Desire , is carried away to the land of 
the fairies. More realistically the same blending of forces 
appears in The Will { where a single man is shown at 
three stages of his career at a moment of crisis. 

Less of this quality is apparent in the better-executed 
JVhaf Every Woman Knoxos (190S), a tale of woman’s in- 
fluence on man, and in Quality Street ( 1902), a subtle study 
of quiet age. Xor does it make its presence felt in the 
delicatel3' worked one-act puzzle Shall JVc Join the Ladies? 
(1922). In all of these, as in Barrie’s other dramas, the 
preponderating element is that of the sheer clevernes s 
of thc -^utbar. Even \vhen the sentimentalism intrudes 
most artificially we ,feel the presence of his subtlety and 
his intellectual skill — Such a work as A^SJice^o.fJL.if.e^vith. 
its good-humoured satire of stage tricks and its delightful 
puppets, the Hyphen-Browns, is perfect for its sheer pre- 
cision and waywardness. This subtlety and the other-world 
fantasy presented in some of his plays are the qualities 
which make Sir James Barrie at once typical of his age 
and a pioneer in a new dramatic style. While he has few 
direct followers he has taught man}^ lessons to the English 
playwrights of to-day, and the symbolic drama owes much 
to him. At the same time, his appeal is largely to the 
sentimental. TJhereJsJittleJthatJs strong in his work, an d 
we-areJn clin ed to f eel that his contributions to the theatr e 
faiIheside-theJxenchant~Gomedies.o 01 rJ 3 ernard Shay . 


(iv) Lord Dunsany 

In various ways has the symbolic theatre expressed itself. 
It has taken upon itself the sphere of political satire, as in 
Mr C. K.- Munro’s The Rumour (1922), or that of religious 
mysticism, as .in Mr Jerome K. Jerome’s The Passing of the 
Third Floor Back (1910) and Mr Charles Rann Kennedy’s 
The Servant in the House •( 1908) . It has, too, made use of 
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supernatural belief, as in Mr G. K. Chesterton’s Magic 
(1913). Symbolism of a kind also enters into the strange 
works of Lord D unsany (E. J. M. D, Plunkett, Baron 
Dunsany), and, even if his plays have _not th e ,same inner 
ng eaning^ as those of the others,, the methods wliich"Tie 
employs are fundamentally the same. great sphere 

■ .o^Lord Dunsany is the^^rld of fea'lK/ He’lias ’dfam^s 
. which"Ho' not Heal with this subjecCButTno man has excelled 
.‘ ‘ him in a rousin g, by d elicate touches, an emotion of terror, 
I sometir nes of awe.,^ The means at his command are a subt le 
J t reatm e nt of Oriental motives, and an exquis ite ,.artis.tic 
fancy. An Irishman, he has separated himself from the 
school of S3mge and of Air Yeats in finding no inspiration, 
or but little inspiration, in his native land. Because of 
the delicacy of his touch Lord Dunsanv’s prime metier 
i s the short one- act p]a3^ His sulDject-matter frequently 
prevents him from haindTing satisfactorily the longer three- 
act or five-act form. Of his works up to the year 1922 
several have singled themselves out as being of surpassing 
merit : The Glittering Gate ( 1909), The Gods of the Moun- 
tain (1911), A Night at an Inn (1916), The Qiieen^s Ene- 
mies (1916), The Laughter of the Gods (1919), and If 
( 1921 ). Many of these deal with thejtheme' of grirn.. justice 
or revenge. Xhe^^Quejejils^neildes tells how in ancient 
Egypt a princess, after feasting her guests^^stroys them by 
flooding her underground banquet-hall. A Night at an In n 
relates how retribution comes to the robbers of a god. This 
latter work is so typical of Lord Dunsany ’s st3de that it mer- 
its some analysis. The scene is a lonely inn, far away from 
the nearest human habitation, which has been taken as 
a hiding place by A. E. Scott-Fortescue, known as “The 
Toff” by his companions. He, William Jones (“Bill”), 
Albert Thomas, and Jacob Smith (“Sniggers”) have 
stolen a precious jewel from the..e3fe of an Eastern, idol, 
and three priests of this god Klesh have tracked them to 
England. It is the plan of the Toff to lure them to a 
deserted spot and there deal with them.' His plan succeeds 
so far as is humanly possible. One by one the three priests 
are slain by his devices. All seems well. Down they sit 
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to pledge their o-wn healths, until Smith, who goes out to 
get some water, returns in terror. As they try to get the 
truth from him, the idol itself steps in, groping like a man 
blind, picks up the rub}' and moves off. For a time there 
is silence. 

The Toff. O, great heavens I 

Albert [m a childish, plaintive voice]. What is it. Toffy? 
Bill. Albert, it is that obscene idol [in a whisper] come from 
India. 

Albert. It is gone. 

Bill. It has taken its eye. 

Sniggers. We are saved. 

A Voice off [a'i7/i outlandish accent]. Meestaire William 
Jones, Able Seaman. 

[The T off has never spoken, never moved. He 
only gases stupidly in horror. 

Bill. Albert, Albert, what is this? \_He rises and walks out. 
One moan is heard. Sniggers goes to the window. He falls 
back sickly.] 

Albert [i« a whisper]. AWiat has happened? 

Sniggers. I have seen it. I have seen it. Oh, I have seen it 1 

IHe returns to the table. 
The Toff {loyi^tff his hand very gently on Sniggers' arm, speak- 
ing softly and winningly], '^^^lat was it, Sniggers? 

Sniggers. I have seen it. 

Albert. What? 

Sniggers. Oh ! 

Voice. Meestaire Albert Thomas, Able Seaman. 

Albert. Must I go, Toffy? Toffy, must I go? 

Sniggers \clutching him]. Don't move. • 

Albert {going]. 'Toffy, Toffy. [Exit. 

Voice. Meestaire Jacob Smith, Able Seaman. 

Sniggers. I can’t go, Toffy, I can’t go. I can’t do it. [He 
. goes. 

Voice. Meestaire Arnold Everett Scott-Fortescue, late Esquire, 
Able Seaman. 

The Toff. I did not foresee it. [Exit. 

CURTAIN 

Nowhere is Lord Dunsanv's power of evoking a sens e of 
the, uncanny more clearly shown , yet there seems a ISw 
.in this play. The atmosphere is perfect save for the idol. 
We are too materialistic nowadays to accept the possibility 
that an. Indian idol may take motion and seek for vengeance, 
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and although there is mystery in the calling forth of the 
names, we never forget the apparition. It might have 
been possible here to intensify the emotion of the play by 
making the idol seize the ruby from Sniggers when he was 
outside. The narration of the wonderful and the super- 
natural will always be more terrifying and awe-inspiring 
than the direct introduction of those forces. The same 
or a similar criticism may be levelled a.gsiinstJiyie_Slods^Qf 
strikingly ironical work in which some 
beggars, who impose upon a superstitious township, are 
themselves turned to stone. 

Nearly .all. of Lord. Dunsany’s. dramas hint at mo re th an 
is sho.\yn to us, and symbolism predominates in pla3^s .such 
as ThaJjliticKing^Gafc. His greatest triumph has so far 
been that peculiar work entitled_/jF, a .fantasy which reminds 
us both of Mr Martyn s unioD._oi_r.cali sm and the sup er- 
natural and of Sir James Barrie's Dear Bnifiis. The theme 
is, as with these plays, one of possibilities. “Let us,” 
says Lord Dunsany in much the same spirit of fantasy, 
"let us imagine a certain John Beal, an ordinaiys common- 
place Londoner. Carry him back to any point in his life. 
Suppose he did something ever so little differently from 
the way he did do it. What might not have happened to 
him?” So we are taken back to an ordinary railway- 
station, and John Beal catches that train which he missed. 
Quite an ordinary thing, such as happens to every man. 
F.or,.J[,orcLJD.unsany,.-however.,..„charaqter„js_not destiny. 
Acciflents.,.to.~shape-life,.-and-.Jolin,.BeaLJs„..carried. Jrom 
one.,thing to another till he finds himself a chieftain king 
in the depths of Persia, wielding powers of life and death. 
Adventure surrounds him ; he is grown from a commonplace 
business man into a being of romance. Sir James Barrie’s 
Dear Brutus appeared in 1917; is it too much to suppose 
that If (1921) was written as an antidote to the former’s 
philosophy of character? 
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(v) The Poetic Play 


In dealing with the s3*mbolic drama it may not be un- 
fitting here to consider the development of the poetic play, 
which frequently, but not always, takes on features of a 
mystic or suggestive kind. This poetic drama, after suffer- 
ing some decay in the last )'ears of the nineteenth century, 
when its onlj' true representative seemed to be the mystical 
^Ir "i'eats, revived in the hands of Stephen Phillips, whose 
death in 1915 proved a real blow to the theatre. His first 
true triumph was Paolo and Francesca, a verse tragedy 
which v.’as published in 1900. and his later plays — Herod 
(tooo). Ulysses (1902), The Sin of David (1904), and 
Kero ( 1906) — only added to his fame, although with the 
passage of the T-ears certain flaws were noted in his work 


v.-hich in the first flush of his success had passed unobserved. 
The apparently brilliant dramatic power was seen to have 
'^melodr.amaticjfe^tiires ; the characters seemed not -t o have 
that-subtle tv with which at first they were thought to be 
invested. Whatever flaws might be discovered in his 
work, on the other hand, he was acknowledged, and is still 

To a truly melodious utterance he adds, what so many 
of the nineteenth-century poets lacked, a genuine flair 
* for the theatre. He had ho nestly studied the techniqu e 
ojJiis^ccaft, and his tragedies are thus well conceived and 
well developed. From both the literary and the theatrical 
point of view his greatest achievement was, perliaps, his 
earliest production, Ppolp and FroncwcnV'Taking the 
poignant tale of ages past as it was told by Dante in his 
Inferno, with all its beautiful pathos, he has clothed it with 
life. ’ He has retained something of the exquisite torment 
e:^ressed in Dante’s lines. Stephen Phillips’ work seems' 
almost fl iminn nf Dantp’g high i-^pirjf- p T?d of M aeterlindds 
symb olism.-^ Fate hangs over the lovers, and there is 
something truly tragic in the position of the husband, 
adoring both the lovers, yet raging with hate.. He is another 
Golaud placed between the worlds of ordinary life and of 
spiritual fire. The manner in which the three main figures 
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are developed, and particularly the subtle touches given 
to the character of the husband, entitle the creator of this 
play to a well-merited position among the first of our poetic 
playwrights. 

The poetic drama has been ta^n*^ up by a number of 
' other twentieth-century authors. '^IrJ^Iasefield, besides his 
prose Tragedy of NaUj has penneS'-iii^rim'ed Philip the 
King (1914), on the theme of the Armada, and Good Friday 
(1917), which returns to the days of Christ. His Japanese 
tragedy of revenge, T h e Pa itMul f 1 q i g; 1 . has a distinctly 
VHcaI^note--intensifi.ed^x>L.The»jinany^§P4igi^intipjdu,cej^ 
the__cgurse.j3_f_ t lie deyelopmenL This last play, as well as 
the other two, lies rather outside of the general movement 
in the theatre. However neo-classical our age is becoming 
it is hardl}' likely that we shall adopt the rimed couplet 
as a medium for the expression of tragedy. Mr Masefield’s 
dramas, therefore, beautiful as they are, will in all proba- 
bility remain only interesting experiments in long-lost and 
antiquated forms. 

More, pejphaps, may be said for the much-advertised 
work of JElec ker. published in 1922, was 

performed in 1923, with, gorgeous scenery and the plentiful 
introduction of ballet and music. In some ways it deserves 
praise as a piece of literature, there being unquestionably 
a n atmo sphere_of-p oetry throughout the whole; but as^a 
dram a it is negligible. Fundamentally it is but a Chu 
Chin Chozv made more glorious. The .Eastern setting may 
charm, but the characters are crudely drawn and the 
situations are forced. Perhaps a certain romantic intensity 
envelops the figures of Rafi, King of the Beggars, and the 
slave-girl, Pervaneh, but these cannot raise the whole to 
the levels of high art. The ridiculous buffoonery of Hassan, 
the unmitigated savagery of Haroun, the idealistic rapture 
of the poet Ishak, and the love-passion of the two forlorn 
figures whose tortured screams are heard in the last act 
make the poem a mere patchwork of heterogeneous elements 
without harmony and without form. Hassan, save for its 
poetic elements . (not by any means always dramatic), must- 
be placed alongside and hardly above other Eastern fantasia, 



THE SYMBOLIC AND POETIC DRAMA 425 

of which Edward Knoblock’s Kismet (1912) was the best 
knov.'n and the most popular. The spectacular play still 
makes periodic efforts to rise to that position it occupied in 
the earl}' nineteenth century, as is witnessed by the recently 
produced Decameron Nights, but it will always remain a 
trivial form of dramatic effort. 

Without these spectacular features ji lr Tohn Dr inkwater 
has. in recent years, re-established the poetic play as a 
dominant force in the theatre. Following the line of 
Air Alasefield, he has concentrated his efforts chiefly on 
historical drama, writing both in verse and in prose. This 
sphere he has discovered only in the later stages of his career. 
Hi.s first important play, Rebellion (1914), and those which 
immediately followed — The Storm (1915). The God of 
Quiet (1916), and X = 0 : A Kight of the Trojan War 
CW^/) — are a ll conceriTfid with human passions of a ro- 
mantic,fictional-sort. '^fJiLsJjinn l sila-a^Lx h ejnbst afreV t- 
ing of th ese. It reminds us in some way of Synge's Riders 
to the Sea, by which it may not have been uninfluenced. The 
scene is a cottage in the mountains. Snow is falling, and 
the storm with every moment sweeps* down more fiercely. 
Outside, Alice's husband is tending his flock. Old Sarah 
knows what it all means, just' as Alaurya knew. Nature 
is taking its toll of human lives. Out of the sw^ep of the 
wind and the lashing of the blizzard comes a strong, healthy 
tourist All this is a jest to him. He has battled through 
and joys in the struggle. But for old Sarah and for Alice, 
vainly waiting, waiting till the searchers return baffled by 
the snowfall, there is nothing but misery. It may be good 
for the young traveller to laugh at his struggles, but the 
shepherd lies WTapped in his white cere-cloth of snow, and 
women there are only tears left and sorrow. 
^^’^eJbAUgnJs m.o.r.&-allegQrical-and-maore-4egenda5y. In an 
ideal land there lives old King Phane, a tyrant, but a 
tyrant just to his own faith. The people are restive, and 
in. the poet .Narros they discover their leader. His songs 
and his words excite them to action, and a revolt is planned. 
But Narros is smitten with romantic love for the Queen, 
Shubia, and he deserts his.cxjmpanions at the most critical 
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hour in order to meet her at a trysting place. His inspira- 
tion is gone from the ranks of the rebels, and they are 
defeated. Narros himself is captured and condemned to 
death. Another and a more successful revolt is planned; 
King Phane is deposed, but with him goes Shubia, the 
Queen. Narros has achieved one of his ends, but that 
love which seemed to consume his whole life is shattered. 
The conflict of^p,ol.itij:aUpassian with that more primeval 
p^si^ of love Js. here well developed, and the drama takes 
shape as a strugg le of eternal princ iples in the huma n 
so.ulv 

= 0 is li kewise allegorical, 'During a night of the 
Trojan War two Grecian friends, Pronax and Salvius, and 
two Trojan friends,. Ilus and Capys, sit on the outskirts of 
their respective encampments. The first scene introduces 
us to the former pair. It is Pronax’ duty to go by night 
to the Trojan walls in search of human prey. He sets off 
into the darkness, more than half loathing his work, leav- 
ing Salvius deeply immersed in a book. The second scene 
shows us the wall of Troy. It is the duty of Ilus to prowl 
round the Grecian camp in case he may be lucky enough 
to stab some straggler. He descends by a rope, and leaves 
Capys singing a ditty. In the midst of it Pronax stabs him 
to the heart. The third scene shows us Ilus in the tent of 
Salvius. Silently he stabs the Greek soldier and makes his 
departure. A moment or two later Pronax returns, and 
talks as though Salvius were alive : 

Pronax. What, still awake, and reading? Those are rare 
songs, 

To keep a soldier out of his bed at night. 

Ugh — Salvius, sometimes it’s horrible — 

He had no time for a word — ^lie walked those walls 
Under the stars as a lover might walk a garden 
Among the moonlit roses — ^this cleansing’s good — 

He was saying some verses, I think, till death broke in. 

Cold water’s good after this pitiful doing, 

And freshens the mind for comfortable sleep. 

Well, there, it’s done, and sleep’s a mighty curer 

For all vexations. [Tlie sentinel passes. 

It’s time that torch was out — 

■ I do not need it, and you should be abed. . . . 
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Salvius . . . [He looks info ihc tent for the first time. 

Wliat. sleeping, and still dressed? 

That’s careless, friend, and the torch alight still. . . . Salvius . . . 
Salvius, I say . . . gods ! . . . what, friend . . . Salvius, Salvius . . . 
Dead ... it is done ... it is done-. . . there is judgment 
made 

Beaut}' is broken , . . and there on the Trojan wall 
One too shall come - . . one too shall come . . . 

[The sentinel passes. 

CURTAIN 

The fourth and last scene is silent. It presents : 

The Trojan viall. The body of Capys lies in the starlight and 
silence. After a few moments the signal comes from Ilns below. 
There is a pause. The signal is repeated. There is a pause. 

CURTAIN 


None of these plays won any great success. Mr Drink-, 
water’s triumph came when he produced AbriiIiam.LJ_ncdn 
in 191S, and followed that with Mary Stuart (1921 ; revised 
1922), Oliver Cromwell (1922), waARohert E. Lee (1923). 
With these" the ' chronicle history seemed . to be revived 
again. The multiplicity of individually delineated characters 
dominated by the one master-figure seems a conception 
borrowed from Elizabethan days. Yet Abraham Linco ln 
and the other kindred dramas are not merechromcIe'pIayS! 


,ln essence they are pla)'s -of ideas." If X = (9 is an almost 
bitter aUack upon war, Ahr^ gjoiJLiiicjohu shows the high- 
sou'led effort to achieve freedom even by the means of that 
which Lincoln in his soul abhorred, the cruel agony of battle. 
War for him is not a thing of hate. It is to be pursued 
reso*lutel3% but not vindictively, and its end is not the 
crushing of the enemy, but the raising of a new under- 
standing born out of the turmoil of the conflict. Oliver 
Cromwell and Robert E. Lee likewise subordinate the 
sentation of history to a formal problem, and in 
Stuart ., have a subtle study of a more social question, 
that of woman’s, or of a woman’s, soul. For Mr Drink- 
water there are some women who have hearts so wide, 
who have ideals so high, that they cannot find any one 
man great enough to . satisfy_ their soul’s love. In the 
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Induction a young husband is telling with grief to an elderly 
and world- wise friend how his wife, although she seems to 
love him, pours out love to another as well. As they are 
speaking together the modern scene fades away, and we 
are in the presence of the unhappy Mary Queen of Scots. 
She is one of these women. Darnley and Bothwell and 
Rizzio are merely portions of that larger whole for which 
she craves. She desires strength and beauty and passion; 
perhaps she finds one of these qualities in one of her lovers, 
another in another, but never has she discovered all in one 
man. She is not fickle and faithless; it is simply that her 
ideal is too high for human attainment. 

In this last playJMr Drinkwater employs something of 
the supernatural atmosphere which is coming to take such a 
hold of the modern theatre, but in doing so he has succeeded 
in creating a novel form for the expression of those many 
problems which face us in life and which are continually 
clamouring for our attention. This, probably, is his subtlest 
drama. 

Poetic and romantic features dominate, too, the plays 
of Mr Lascel les. Abercrombie, whose Deborah was pub- 
lished in 1913, and who has won deserved fame through 
that drama and through his later production — The Adder 
(1913), The End of the World (1914)',' The Staircase 
(1920), The Deserter (1922), and Phoenix (1923), a com- 
edy. l\li:--Aher.Gr.orabieIs...,romanticism i^ like Mr Drink- 
1 ; water’s , de ep.ly_co,lour.ed,b.yjcontac t^ wi th re ality. .He. is not 
I another singer of fairyland, but one who endeavours to ex= 
[ press in terms of poetry the deepest emotions of this our ter- 
[•restrial existence. What so far he lacks is dominance of 
i purpose and interweaving of dialogue and movement. It is 
not that his plays, like some of those by Mr Yeats, are so 
melodiously beautiful that we are lost in the veil of loveliness 
and cannot see clearly the forms around us. Mr Abercrom- 
bie’s poetry is rather distinguished by its strong but some- 
what crude resonance. TIi.eJailureJi_es.jnjnaMljty.. t_o appr e- 
ciate_fullxihe...pu.rpp^ the ^eatre. Undoubtedly his 
plays, though powerful. drag _^luim^ and .rar.ely is there 
that concentrated effort .Milch makes for greatness in the 
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realm of tragedy. Instead of being driven to the intensityj 
of a single emotion^ur.pass.ions..ar.e.alJo\vje(iio. wander overj 
a whole series of planes, so th at of central impression there is| 
liTIlE"“'"We' may permit this in purely fanciful works of thef 
poetic imagination, but in dramas which take their being! 
from the life of the people unit)' of purpose and concentra-l 
tion of aim seem to be essential. 

^ Ir Gordo n .Bottomley, author of The Crier by Night 
(published 1902. acted 1916), Midsummer Eve (1905), 
Laodicc and Dame (1909), The Riding to Lithcnd (1909), 
King Lear's Wife (1915), Gruach (printed 1921, acted 
1923 ). and Britain’s Daiujhtcr (1922), is ,more in harm ony 
with the spirit of Mr Yeats jat}dJ;he„oth.er fanciful poetic 
dramatists JHis inventiveness is maryellons and his power 

I I III |i » W l— K — » * 

of suggestion supreuie. _ Shad owy fo rms move p ut be fore 
us from t he dar kness of nigh t and fade aw av a g ain int o 
the,mysXer^QptjDi!_ivliichJJiei.y-j,vere-bQrji — luis-not^-how- 
ever, only the mysterious with which Mr Bottomley has 
dealt. Possibly his two most powerful dramas are King 
Lear’s Wife and Gruach, in which he has taken the daring 
rQa_d_gf„Shakespeare jnterpre^arion. Both endeavour to get 
behind Shakespearian tragedies and provide a basis from 
which these tragedies develop. In the former an effort is 
made to account for the characters of Lear, Goneril, and Cor- 
delia. Lear is showm to us as a rather wilful, amorous old 
monarch. He has grown wearied of his aged queen, Hygd, 
and taken into his house the common and vulgar Gormflaith. 
The Queen, highly strung and sensitive, suffers under his in- 
justice and dies; but Goneril, who is a virtuous and some- 
what chill Diana, catches something of high purpose in her 
desire for vengeance. In bitterness she slays Gormflaith, 
who is discovered to be nothing but a mean prostitute. ^It is 
bitterness that dominates the play, bitterness in Lear 
and in Goneril, bitterness in the miserable death of Queen 
Hygd. Cordelia moves through it all, a pampered child with 
no inner' beauty of character, ruined by too great kindliness 
and licence. "While we need not accept Mr Bottomley's - 
reconstruction jkve cannot deny that his play has strength 
and character in it, or that the theme is fresh and original. ' 
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The same qualities of freshness and strength are to be seen 
in Gruacli^v/hich purports to delineate the early life of 
Lady Macbeth. The young girl, reared in the barrenness 
of a Scottish fortress, pines for the joy of life. She is about 
to be married to a mhn whom she despises, when there 
arrives at the castle a youthful courtier and soldier, none 
other than Macbeth. In him she finds what she has been 
seeking, and the two take flight together. Here Mr 
Bottomley has taken the Lady Macbeth we know and 
shown her as she might have been in earlier life — not a 
cruel, embittered girl, but one full of life, ambitious and 
striving after she knows not what. It is easy to see that 
with age these qualities may become exaggerated and 
warped, developing into the terrible figure of the murderous 
hostess of Shakespeare’s play. 

So the ppetic..and,synfl3olic drama has developed in late 
years, showing .three marked movements in its general . 
course — that towa'r d^ie sup ernatural and fairy— \yorldr 


th at To^’ard ■ h istor kal theme§^«^nd that .toward the p oetic 
' is probably in a .union of realism 


tr eatment, oJLjeaLli f^ _ . 

and„Ja.ntas^y;^hat the drama of the next few years will' 
discover its greatest strength. The bourgeois tragedy aids 
in the development of the first, and the increased sensitive- 
ness as well as the recent psychic and psychological in- 
vestigations well-nigh demands the second.- We are at 
that peculiar stage in the development of civilization when 
things seen and unseen appear to meet, when an awakened 
intellect calls us toward the problems of life, and when a 
higher imagination drives us to contemplate the infinitude 
of space and the mj^stery of the stars. 



CHAPTER VT 

THE REVIVAL OF THE COMEDY OF MANNERS AND OF 

SATIRIC COMEDY 


W. S. Giluert and Oscar Wilde 


"ITT is somewhat peculiar that, in spite of the mystical 
and seriously bitter tendencies visible in the works of 
j\Ir Yeats and of Mr Galsworthy respectively, the mod- 
ern age should have seen a marked revival of comedy, some- 
times of a frankly hilarious kind, more frequently indulging 
in witty satire. JIlhe„poets„oJLtl3is„peripd_are.j!Ot.so,glof!ip- 
ilv or so idealisti cally serious as the_D oetS-jof-the_Roman.tic 
era.. S)-nge, j\Ir H. A. Jones, Sir Arthur Pinero, Mr Yeats, 
Mr Galsworthy, all know the gi ft of laughter, and can turn 
from themes predominatingly tragic to the realm of comedy. 
This in itself marks a great advance in drama. Socrates, 
or Plato, was unquestionably right in finding the sources 
of tragedy and of comedy nearly allied, and in declaring 
that the great poet of the one type must necessarily have 
in him the qualities essential for success in the other. 
Indeed, there might be added to the reasons of dramatic 
decline in the early nineteenth century the fact that the 
poets knew not how to laugh. The predominating feature 
of Wordsworth, Coleridge, Keats, Shelley, and Tennyson 
is their consistent seriousness. They took themselves and 
all the world seriously, and smiled gravely if they smiled 
at all. If Wordsworth tries for a moment to be sportive 
he becomes ridiculously commonplace; if Shelley tries 
to write a humorous piece, such as CEdiptts Tyrannus, he 
becomes inexpressibly coarse. Only the lesser men of the 
time, such as Lamb and Hood, knew what it was to see the 
folly of life and the eternal discrepancy between ideal and 
reajization. 


Toward the end of the nineteenth ce ntur-V_we see this 
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to^a Jiealthier Robertson heralds its coming, 

just as he heralds the arrival of the probleiji pla)', and it 
rises to a culmination in the work o^V'^iam,.S,...Gilberj: 
and d'L*;; 0 ^ar_ 3 Vilde.^ The one adopted as the favourite 
mediuifi for the expression of his ideas the comic opera, 
the other occupied the realm of regular comedy, but both 
are definitely intellectual, satirical, and witty. Both-belong 
J:o_the_traditipn_of _the._.cpmedy of manners, reviye d by 
Sheridan, and largely _Jprgotten in an age of ^ romantic 
enthusiasm, and .impossible ideality. 

Among.^jGlilbert’s ..early works is included the not very 
brilliant comedy Siveethearts (1874), but his sphere was 
not that of the regular comic form. IJi5.Jendencies...w£re 
cynical., satirical., ancL-witty, with a deci^d leaning t oward 
burle^sque.._JIe can see the opposite side of the picture as 
the romantic poets could not see it, and accordingly he is 
able to present to us the delightfully sparkling, but not 
always tasteful, Pygmalion and Galatea (1S71) and Grcfchen 
(1879), wherein classical legend and modern poetic en- 
deavour respectively are satirized. It is not always recog- 
nized by those who flock to The Mikado (1S85), The Pirates 
of Penzance (1878), or Patience (1884) that there was in 
Gilbert’s nature .mo.re..,than„a.„faint und ercurrent of bitter- 
ness. ^^^His light verses and his jovial banter "helpecnb 
conceal it from the Savoyards, but it is clearly apparent 
in his earlier plays and occasionally intrudes in the later. 
Perhaps his fundamental purpose was to raise a laugh, but 
he desired it to be a Jaugh under which lay the sting of the’ 
satirical, touch. Even such a delightfully fantastic ' opera 
as Patience exhibits this. The cult of the sunflower and 
the velvet breeches has now long passed away, but it was 
quite a fashionable thing in the last decades of the nineteenth 
century. Gilbert’s sa tire of it reminds us of^ the^ satir e of 
Restoration times, even as his wit sometimes has a flavour 


o^.Congi:ey.e!s..sty-le. — .This revival of Restoration atmosphere 
links Gilbert to his age, and, even although we recognize 
that his precise medium is inimitable, we must realize that 
he has a considerable influence upon his contemporaries. 
He killed the full flower, now too full blown, of the romantic 
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comic opera, substituting- in its stead this satiric style of 
his own. Though there was none to carry on his work he 
aided in dethroning an artificial imagination in favour of 
a fanciful realism. 

For a moment it may seem strange that the author of 
Salome^ the leader of the “Art for Art's sake” cult, and 
the chief butt for Gilbert's satire in Patience, should have 
stood alongside of Gilbert in establishing this reign of realism 
in the theatre. The strangeness, however, may be paralleled 
in other times. ^«-^scar .Wilde^ is onl}' Abraham Cowley 
rcdh'ivits. Just as Cowley, in an age of outworn roman- 
ticism, proved himself at one and the same time the 
leader of the metaphysical school in its last stages of deca}' 
and the inaugurator of the new age of reason and of heroic. 


couplets. ^_Wilde in his poetry represents all that is worst’ 
in decadent romanticism,' and in his comedies all that is 
vjlai in' tlie" rising comed Y'~of ma nn ers. His serious works 
for pie theafre'are of little value, the silly Vera, or, The 
Nihilists (18S3), the decadent Duchess of Padua (1891), 
and the notorious Salome (1892) ; it is his comedies that 
must claim the attention of any historian of the theatre. 
These comedies started with Lady IVindemerc’s Fan ( 18921, 
continued with A Woman of No Importance (1S93) and 
An Ideal Husband (1895), and finished with The Impor- 
tance of being Earnest (1895). These plays, it is true, are 
not b}' any means purely intellectual. Several of them, in 
particular^he first two, are filled with sentimentalism of 
tl^u'd'fst ti'pe and introduce problems of social life. In 
dCady Windermere’s Fgiivie find that Lord Windermere has 
married a high-spirited and proud girl, who is, although she 
is unaware of the fact, the daughter of ]Mrs Erlynne, a 
ivoman of sullied life but humane feeling. Mrs Erlynne, 
who has been blackmailing the unfortunate lord, demands 
to be invited to a party at his house, but his wife, who 
has heard gossip about the two, flares into a passion. She 
declares that she will strike Mrs Erlynne with her fan should 
she make her appearance at the party. Her courage, or 
her better feelings, prevents her from creating a public 
scandal, but her pride will not suffer her to live longer 
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with her husband. She writes him a note and slips off to 
the bachelor rooms of a man who had professed himself 
her lover. LIrs Erlynne finds the letter, and, guessing the 
truth, opens it. Her horror is increased when she realizes 
that this is her own story over again. Frantic with fear 
she hurries off, and discovers her daughter alone in the 
room of her lover. Vainly for a time she argues with her ; 
but at last she arouses the spirit of Lady Windermere and 
gets her away. She herself steps behind a curtain. A 
part}’' of gay aristocrats enters the room. One of these 
spies the fan, and they are proceeding to jest on Lady 
Windermere’s attachment for their friend, when Mrs 
Erlynne, conquering her own pride, steps forward and 
claims the fan as her own. It is the sacrifice which she 
can make for her daughter’s honour. So, too,.in,^ Woman 
of^JS^.o^mporfa 3 we~ihe theme is one eminently pathetic and 
sentimental, the unfortunate Mrs Arbuthnot claiming our 
full sympathy. Au.Jde.al Husband is little less of a problem 
drama flavoured with sentimental m^ives. 

All ..of. these.-ser-iouS'themes, 4 iowever,. V^il,de Jias. clotli^d. 
with.a profusion,of.wj,t. His paradoxes follow one another 
in swift volleys. He attempts to charm as Congreve did 
in 1700. The peculiar thing is that somehow he made the 
tvyo... .elements . .unite.,. together._„ Sentimentalism killed the 
•comedy of manners in the early eighteenth centur}-, but it 
does not destroy Wilde’s similar gaiety. It may be that 
nowadays we have grown a trifle tired of the paradoxes 
.■and-'*^erbal„sallies. which are associated with the names of 
Wilde 'and ’of Whistler, the excessive brilliance of scintil-r 
lating if not, intellectually profound minds, but for all that 
AVilde’s plays will remain stock pieces in our theatres. 
There is something permanent^n them, and they can never 
be relegated to oblivion. The Importance of being Earnest 
is a delightfully fantastic paradox of a plot, ehlivSed by 
brilliant dialogue, and even the more serious dramas possess 
a decided originality in treatment and in theme. Artificial 
they may be, but artificiality has always been a distinguish- 
ing mark of the comedy of manners. 
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(5i) George Berxaed S^A^Y 

It is observable that tjws age, evcivas ihe^^^ijgtistan 
period, delights in av uT in rep a rteeT^nd paradox. The 
brilliant verbal fantasies of Mr Chesterton and of Mr Ber- 
nard Shaw are as pleasing to our ears as the sallies of Con- 
greve Avere to the gallants at the end of the seventeenth cen- 
tury. We may be too serious noAV to accept comedy without 
some slight elcme nts_,oi_social p urpose, but the tAvo moods 
are fundamentally the same. Of the m as.tgf.s...a£..this.jstsde 
nSU?- i-S-greater__than. ^Ir Georg e. Bern ard ShaAV , AA*ho came 
upon the dramatic hor izon Avitli WJdoxvers’ Hotiscs_m 1892, 
a nd sin ce .then bA>..slpAy degre es ha 5 _succeedcd in esta blf ^i- 
ing himself as the chief playAAwight .pf_.mqdcrn tjmes, His 
thirty-six plaA’s and playlets may not all be on one level, 
but no man in our own time has sustained such a freshness 
an d. .vitality_a s he. EA-en at the age of si.xty-eight he -has 
s tartled the conA~entionalists in li terature -and_pliilQSP.ph.AL 
by his strange Back to Methuselah (published 1921, acted 
1922) and has giA'en a netv note to his art in the historical 
play Saint Joan ( 1923 ) . 

The keynot es to ^Ir ShaAv’s Avork ar e_jntelle ct and . 
r ebeIubnT ~'TP’hateA^er is sentimental and romantic he 
despises as false. ~\VhateA er' is contrary to the' climates c 5 l 
rea son he orap x ).SPs. _ Whatever is set up as a fetish by the 
untliinking mass he ruthlessly destroys, flis socialism J s 
not of the _emotiQnaJ..kind Hp nnt Jnsnired Avith a grea t 

b ? lQQk.j: n nnrl him, and witnessi ng the many follies in our 
management_o f JifeJiB- st rh^es to re med y the abuses, not b y 
s erious _Drobleni.Dla.A%s...hiitJ3y^unimg-tQPsy=tumLJ3Ur-.s.Q£ial 
State .-.- Sir James Barrie delights in revealing the other 
side of the picture, not for any social purpose, but simply 
because it amuses him. Mr Shatv loA'es to show that other 
side in order that he may point a moral. Complacenc y 
an d romantic artificiality are his hetes noires. He object s 
t o the typical assumptions of the sentimental dramatists 
j ust a s_mucluas he objects to the tAUiical assumption s ,pf 
the sentimentalists in real- life. - Everything, therefore. 
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• r- comes within the sphere of his caustic pen--r:1iteji:atTir,p., ar t, 
medicine, religion, politics, racial prejud ice, social standards, 
fi e is the great destroyer of evil in^ou r modern age, and 
ourol his destructiveness we a fe1ed'tO- Ward!a n e>ver, fresTip-r, 
a nTlnore' constructi v e thought. ‘ 

The \vea])on which Mr SImw uses with greatest precision 
is the wea pon of satire, "l ie is rutliiless and”lie*cut;s deep. 
Tlii^els" for him no question of compromise or of sparing. 
Like mp^ tjsatirists_]\.lr_ Shaw has moved from a more or 
l ess normal world to a world of fa ntasy. He starts with 
The Philanderer (acted 1898; printed 1905) and Candida 
( 1S95), and moves through Andrades and the Lion (1913) 
to The Inca of Perusalcm (1917*), Annajanska, the Bolshevik 
Empress (191S), and Back to Methuselah. Whether Saint 
Joan marks the beginning of a new style in his work only 
he can .say. In analysing this satirical strain and its gradual 
development, it is almost impossible for us, in Mr Shaw’s 
own presence and in such close proximity to those things 
against which he tilts, to formulate any exhaustive or final 
summary of his position in the history of drama and of 
thought. Many men have said profound or witty things 
about Mr Shaw, but time only can place him in that par- 
ticular position in the development of the theatre which 
it is his to fill. All that may be done here is to glance at 
one or two of his chief plays in the hope that we may find 
some common qualities to aid us in the estimate of his 
work. 

Wido'wers’ Houses, Mrs Warren’s Profe ssion ( 1898 ; 
printed IQ02L apd one or tw o_Qthers of his works belong 
almost solely to the sphere of the prob lem pla)'. In the 
first he a ttacks that chief evil in our cities, the slum- 
tenementj^ but the play is not merely a one-sided assault 
at aTnational disgrace. Mr Shaw looks d e eper than mos t. 
He sees the enormous complexity of our modern civiliza- 
tion. It is no longer, as the romanticists thought, a story 
of evil landlords and oppressed povert3^ Such a state- 
ment of the case, to Mr Shaw, seems not only inadequate 
but ridiculous, not only false but positively mischief- 
making. If we a reJoJ:hink_oi_r eforming the .slums we mu st 
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strike deeper than the landlor d; we must go to the root s • 
oX-SOciefaL-itaelL Accordingly, "he takes as his hero one 
Xxeiidi, who objects to the dowrj' of his fiancee, Blanche 
Sartorius, because it has come from the rents torn out of 
the hands of the poor. Trench is an idealist, but he has 
to face cold reality when he finds that his own money is 
largely tainted by the same evils against which he battled. 
Gradually he is drawn into the net, and at the close of the 
play he is plotting with Sartorius and his rent-collector 
to secure more money on his property. The same pitiless 
exposure of real facts is poured into ilKsJ'JCorrj^s Pr o- 
fe ssio ns drama which takes as its theme the question of 
prostitution. Dragging away one by one the veils which 
have been ca st over this subject by idealistic romanticists 
andjjy men of the world alike. Mr Shaw tries to regard i t 
i n the TigliTof reas on, and finds the only solution in banish- 
in g em otion and senti mentalism, in cutting out of life all 
tfie romantiE glow wliich so o ften c lo th^ foul brutality , . 
injista FfTslu ng a new age oFintellect and of logical thought 
So he pa^esTrom one theme to another. In Arms and 
the Man ( i 8 Q 4 j it is war and romantic soldiering he would 
tilt against. Even then he could see that war was no 
longer a thing of banners and glory, such a thing as Tambur- 
laine and Othello and Sir Walter Scott saw it, but a dull, 
sordid affair of brute strength and callous planning out. 
The Bulgarian Sergius is the representative of an outworn 
convention, and Captain Bluntschli, the Swiss matter-of- 
fact warrior, is the symbol of present-day conditions.' 
Candi da, carries us back to domestic problems. A good- 
looking, but somewhat elderly, woman is adored by a 
foolishl}' poetic youth. Her husband, a philanthropic and 
energetic clerg}-man, is thrown into despair, for he thinks 
that poetry may win the day. But Candida gives herself 
to him who is weakest, and the weakest is her husband. 

Thus does Mr Shaw pass through the whole gallery of 
stock portraits, portraits of warriors, of philanthropists, 
of poets, of tyrants, of rent-collectors, and, turning the 
canvases on the wall, he shows that some .i mDish..arfis.t-ha5. 
painted a reverse on every one, and the reverse is nearer 
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to life th an the .long-tr.easured.„and..Jopgi:a(imired-.obv.erse. 
Coming to history, he takes Napoleon and the great Queen 
of Egypt, the glorious lover who will give her whole life 
for passion, and he shows them both as ordinary man and 
woman. Napoleon in The Man of Destiny (1897) noth- 
ing more than a successful captain, easily attracted by a pair 
of bold eyes; Cleopatra in Ccesar and Cleopatra. (1899) 
no more than a little madcap of a girl, tyrannized over 
by an old nurse, and the conqueror of the world has only 
cunning and sagacity to bear him through many trials. 
Perhaps Mr Shaw has taken a hint here from Shakespeare’s 
earlier satire in Troiltts and Cressida. And then there is 
the convention of man’s strength and of woman’s weak- 
ness, the eternal courtship and wooing, the man’s question 
and the woman’s bashful answer. “Is this really so?” is 
Mr Shaw’s quer}', and in Man and Superman (1903) he 
strives to show it is not. With exquisite fancy he takes 
Don Juan as his hero, and attempts to display the other 
(and real) portrait of that voluptuary and miner of women. 
The main part of the story tells how Ann, driven by the 
life force, drives Jack Tanner, the revolutionary and free- 
thinker, to marriage. Tanner knows perfectly well what 
she is about, although the poetic Octavius would still 
regard w^oman as an angel sent from on high. Poor little 
“Ricky-ticky-tavy” gets the worst of it, or, as Tanner 
would have said, the best of it. Ann, although she may 
play with him as a cat plays with a mouse, wants Tanner 
himself, and even a modern automobile with the good serv- 
ices of the Cockney chauffeur, Enry Straker, cannot save 
him. Tanner and Octavius are set in close opposition. The 
one is the clear-eyed modernist, the other the romantic poet : 

Octavius. I cannot write without inspiration. And nobody 
can give me that except Ann. 

Tanner. Well, hadnt you better get it from her at a safe 
distance? Petrarch didnt see half as much of Laura, nor Dante 
of Beatrice, as you see of Ann now; and yet they wrote first- 
rate poetry — at least so Im told. They never exposed their 
idolatry to the test of domestic familiarity ; and it lasted them to 
•their graves. Marry Ann; and at the end of a week youll find 
no more inspiration in her than in a plate of muffins. 
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Octavius. You think I shall tire of her! 

Tanner. Xot at all; you dont get tired of muffins. But 3 ‘ou 
dont find inspiration in them; and j'ou wont in her when she 
ceases to be a poet's dream and becomes a solid eleven-stone 
wife. Youil be forced to dream about some'ood)' else; and tlien 
there will be a rov.'. 

Octavius. This sort of talk is no use, Jack. You dont under- 
stand. You have never been in love. 

Tanner. I ! I have never been out of it Why. I am in love 
even with Ann. But I am neither the slave of love or its dupe, 
i Gp_t.o_ the bee, thou poet : consider her ways and be wise. By 
; Heaven, Tavy, if women could do without our work, and we ate 
their children’s bread instead of making it, they would kill us 
.as the .spider kills her mate or as the bees kill the drone. And 
they would be right if we were good for nothing but love. 

In the end Tanner is captured. Ann marries him even 
as he protests solemnly that he is not a happy man. The 
realism of this play is cleverly interwoven with some purely 
fantastic elements. Tanner and Straker arc captured by 
some brigands as they motor over the mountains, and in the 
evening, as we listen to Mendoza’s nonsensical rimes ; 

O wert tliou, Louisa, 

The wife of llendoza, 

^lendoza’s Louisa, Louisa Mendoza, 

How blest were the life of Louisa’s IMendoza 1 
How painless his longing of love for Louisa 1 

we fall asleep, and dream of a place where there is “no sky, 
no peaks, no light, no sound, no time nor space, utter 
void.” We are in hell, conversing with Don Juan (who 
is startlingly like Jack Tanner), the statue which caused 
his death, and the devil. .Don Juan is. the embodiment of 
the intellectual philosoph)' of life. Reason for him is pre- 
dominant : 

That is why intellect is so unpopular. But to Life, the force 
behind tlie Man, intellect is a necessity, because without it he 
blunders into death. Just as Life, after ages of struggle, evolved 
that wonderful bodily organ the eye, so that the living organism 
could see where it was going and what was coming to help or 
threaten it, and thus avoid a thousand dangers that formerly 
slew it, so it is evolving to-day a mind’s e 3 'e that shall see, not the 
physical world, but the purpose of’ Life, and thereby enable the 
individual to work for that purpose instead of thwarting and 
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baflSing it by setting up shortsighted personal aims as at present. 
lEven as it is, only one sort of man has ever been happy, has ever 
I been universally respected among all the conflicts of interests and • 
'illusions . . . the philosophic man: he who seeks in contempla- ' 

-• tion to discover the inner will of the world, in invention to dis- . 

cover the means of fulfilling that will, and in action to do that 
j will by the so-discovered means. 

The philosophic ma n is Mr Shaw*s ideal; he has lately 
ghown us his own constructive vjew of life in Back to 
Methuselah. 

It is impossible here to do more than mention some of 
the innumerable facets of existence which Mr Shaw has 
illuminated with his satire and his vision. In The Devil's 
Disciple (1897) The Shewing-up of Blanco Posnet 
( 1909) he has taken religion for his theme, varying his treat- 
ment of that theme in Major Barbara ( 1905). The De vil- ^ 
Disci Jde is a delicious s atire at once o flxomantic melo.dr.ama , 
arid of puritanical f aith.^hardened. Jnto ,m.erei:cpn.vihtio^^^^ ^ 
The devil’s disciple, for all his irreligious and blasphemous.;, 
utterances, is the only one among the crowd of canting . 
sinners who has a glimpse of diviner fire in him. Even 
the minister-husband is more of a soldier than a servant 
of peace. This play is especially noteworthy for the in- ' •' 
teresting portrait it contains of General Burgoyne, soldier, 
playwright, and wit of the late eighteenth century. In _ 
John- Bull's Other Island (1904) Mr Shaw turns good-' 
humouredly to .banter both English and Irish prejudices. 

He can see the follies of both, and again he casts the pure 
light of reason upon a problem complicated by English 
insularity and Irish passion and idealism. TJig^MCtoxis 
DJlcnima (1906) casts the same cold searchlight upon the 
medical profession, “ Strip off . all sent imentality. ” the ^ 
author again cries; “jud ge ’thm.gs as they are, not as the y 
might o r ou.g ht.J.o.J3g ; oriy^_can..you_a.chieye~sal.vatiox],’’ 
Getting -Mamej^ equal ridicule, instinct with 

s*ense an 3 "reason, upon the discrepancies of our marriage 
system, and The Dark Lady of the Sonnets (1910), trivial 
as it is, is full of shrewd wit and comment on a problem 
made hazy and bewildering by a mass of romantic critics. 
Androcles and the Lion (1913) preaches the moral of toler- 
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ance to both sides, and Pygmalion (1913) is a brilliant 
study of social conventions. Finally ■vve come to the 
darker Heartbreak House acted 1921), in which 

only too clearly is to be seen the new spirit inspired by the 
horror of the War, and Saint Joan, which recaptures somei 
of ;Mr Shaw’s old bantering wit in its humorous epilogue,] 
and sheds brilliant light upon the historical atmosphere of] 
the iliddle Ages.^ 

In .alLthis. intellectual tjeatment of literature, of histor>%- 
and of , social jifejhe pri me thin^ u^lTote ls"ffiF]neiIeffa 
vision of the. writer. ‘ There is no stop ping for him haj f- 
way ; j2gJ?._brj]>'P-gI!Pbgb to cari y^ h is-sight as far as it w ill 
reach. Th e unk n own terrors bring n o_.fear to him; he 
is , calm.-ancL-restrained in the 
intell ectual e mi nence. It is 
intellectually, .he_ -bestrides 


c.Q.nsc.iot3sn ess o f his own 
not t oo muc h t o say that 
our mo dern th ough^ like a 


colossus. _Julled wi tli a deep horror of miser}’’, imbued 
witli^a sense of the u nhea lthines s" and "abject ‘poverty, 
mental _and-plLVsical.-O.L.the_slums._he_does-np.t-find' ^ac e 
in a weak human itaria nism or an equally weak sentimenta l 
philanthropy. He pierces down below the surface and 
sees that a Trench and a Major Barbara are of~r io"availr 
anci'Jhat even.-these-niust-bow_J:oJake_sus tenan ce^ffom the 
thirigs-they- despise. The great constructive elemehf'ih his 
w ork is not h is nhilosonhy of age, as expressed in Racfc to 
Methusela h, but this j nimitable power of searching to the 
ve ry roots of thfi igsiL for The' cases' of dec a^a^ dirihte- 
Whereas others would be content to nip off d 
wi thered bud , or to gj-ye'' a sbrav 'df disinfectant. Mr S h'a\v 
de ^s Id tfa Mtlaj3LajdjGlye,a.change,. Qf .soil . 

From theJ itfflcaiXJtojuijLafjd^ 
a._ great - de al to the English theatre. ^ Not only has ^ 
taught a ne W-incisb^ eness of utterance, and given what is 
virtually a new dr ama t ic dia logue, but he has also provided 
a fresh principle of characterizatio n. The characters in 
th^rbimantic "plays were'not *sct"much steregfam er Las framed 

^Personally, I cannot accept Saint ' Joan as Mr Bernard Shaw’s 
masterpiece. It contains brilliantly written scenes, but lacks the true 
spirit 'which illuminates his earlier plays. 
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on a false principle. Mr Shaw has shown men how to 
draw characters according to th e di ctates of reaso n. Instead 
of timid heroines, we lind inleliectually daring women; 
instead of strong heroes, men lacking power and self-will; 
instead of fantastically model clergymen, ministers who 
feel more at ease in buff-coat and jack-boots; instead of 
^impossible villains, men who are themselves the tools of' 
society. Even b eyond this the debt of the modern drama 
to him is great. He sli^ wed riew metli^ s of fusing fantasy' 
and r ealilvT ^TiF^vas constantly experimehtin^^^ in fresh 
dramatic devices. Above all, he made the drama, more 
than ever it had been before, literature. Without taking 
away from the theatrical quality of his work, he added to 
stage --directio n an d to._pr.eface such additional matter that 
even in the study his works take shape before us. Seeing 
the rivalry of the novel, he has dared to step into the 
enemy’s camp and take from him some of his most jealously 
guarded devices. It is not only that Mr Shaw gives us 
more details than are commonly given concerning the 
settings of his pla 3 ^s; he goes into the past history of his 
characters. Thus, at the opening of Ma7i mid Superman, 
we are treated to a full-length picture of Roebuck Ramsden 
seated in his study. Chairs and tables, neckties and 
waistcoats, are described to us, and -then : 

He has not been out of doors yet to-day! so he still wears his 
slippers, his boots being ready for him on the hearthrug. Surmis- 
ing that he has ito valet, and seeing that he has no secretary with 
a shorthand notebook and a iypezvriter, one meditates on how little 
our great burgess domesticity has been disturbed by nezu fashions 
and methods, or by the enterprise of the raihvay and hotel com- 
panies zvhich sell you a Saturday to Monday of life at Folkestone as 
areal geutlcmanf or two guineas, first class faresbothwaysincluded. 

How old is Roebuck? The question is important on the threshold 
of a drama of ideas; for under such circumstances ez>erything 
depends on whether his adolescence belonged to the sixties or to 
the eighties. He was born, as a matter of fact, in 1839 , and was 
a Unitarian and Free Trader from his boyhood, and an Evolu- 
tionist from the publication of the Origin of Species. Conse- 
quently he has always classed himself as an advanced thinker and 
fearlessly outspoken reformer. 

It is unquestionable that this device has added to the 
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popularity of drama. After a few years of hesitanc)' in the 
publishing of plays, ^ the newer writers sought for a double 
public. Without ignoring the theatre, as the poets of the 
past had done, they made an appeal also to the many 
readers of novels and of poetr}'. Their stage directions and 
their prefaces alike were penned for this purpose, and as a 
drama as a whole became ever more a nd 
more a par t of literature. " thus re-establishing' th e 
litermx~draTna the modern WTiters were striking out and 
away from the trivial and vain romantic theatre of the 
preceding decades, and their work owes a tremendous debt 
to the activity and boldness of Mr Shaw, whose Plays 
Pleasant and Unpleasant (iSpS) and Plays for Puritans 
',1000) fully established the drama alongside of the novel 
as a popular literar}' form. 

In thus noting what has become a general modern 
tendency, we must observe certain disadvantages attend- 
ant upon it. While Mr Shaw’s stage directions are not 
meant to serve quite the same purpose as those in Mr 
Hardy’s Dynasts, which was “intended simply for mental 
performance and not for the stage,” it is inevitable that they 
should tend toward a loss oL nower in the dialo_gue of the 
^Vhen a dramatist finds he can express his thoughts 
through the preface and through the stage directions he 
may ver}' possibly be led into avoiding the more subtle 
and more difficult method of revealing them through the 
words of his characters, and he may be drawn still farther 
to the introduction of scenes unfitted for the theatre. Sir 
James Barrie perhaps shows a still completer development 
of this tendency. Not content with elaborating the stage 
direction, he couches his whole drama in the form of a 
narrative, banishing altogether the stage directions of 
Mr Shaw’s fanev and putting the language of his characters 
into inverted commas as though he were penning a novel. 
The result is .to be seen in The Old Lady shows her M edals 

(1917)1 which we get a final scene entirely unsuited for 

» 

^ Owfngr to i* e fact that there was no copyright convention with the 
United States • f America, many dramatists in the eighties refused to 
publish their works. The agreement o'f 1891 removed all difficulties. 
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stage performance. The play once more is being led away 
from the theatre. Mr Granville Barker too has succumbed 
to this only too fatally easy device. In The Madras House 
he introduces one of his characters thus: 

Philip’s wife is an epitome of all that ccsthetic culture can do' 
for a woman. More: she is the result — not of thirty-three 
years — but of three or four generations of refinement. She 
wight be a race-horse! Come to think of it, it is a very wonder- 
ful thing to have raised this crop of ladyhood. Creatures, dainty 
in mind and body, gentle in thought and word, charming, delicate, 
sensitive, chaste, credulous of all good, shaming the world’s ugli- 
ness and strife by the very ease and delightsomeness of their 
existence; fastidious — fastidious — fastidious! also in these latter 
years %oith their attractions more generally salted by the addition 
of learning and humour. Is not the perfect lady perhaps the 
most wonderful achievement of civilisation, and worth the cost 
of her breeding, worth the toil and the helotage of all the others? 

The problem is a serious one. Mr Shaw and Mr Barker 
are such masters of their craft that they retain dramatic 
force even with all this supernumerary comment and 
explanation; but what of the others? Will it not lead 
men once more to forget the theatre, that from which 
drama inevitably springs, and with which fundamentally-, 
it is bound up? Could we be sure that all playwriglits 
penned their dialogue first, and the comment later, all 
would be well; but only too often in modern theatrical 
work we feel that the writer, failing to express his mean- 
ing through the words of his characters, falls back upon 
this easier, because more direct, method of explaining his 
purposes. 


(iii) Henhy Arthur Jones and others 

From this digression into a tendency in modern play- 
printing a return must be made to the study c f the develop- 
ment of comedy^ in the last twenty or thirt}' years. The 
comedy of manners, using wit a nd satire-asjti' . chief m edia, 
was cultivated by many writers besides those just mentioned. 
Mr Henry Arthur Jones will be remernbered ’ not only for 
Saints and Sinners, but for The Masqueraders (1S94) and 
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for The Lia KsJLi Spy). Neither. is, a^pure^comedy ; as in Mr 
Shaw’s pla3's, social purp oseJs-predominant. but the satire 
and the wit bring the general tone of the works into^Jine 
more with the manners style than with that o^ the^'serious 
problem drama. There is trul}* in The Li ar.^'a. ty pe o f 
laughter which has been heard in the Eng lish theatre but 
rafelv'si nce the tim es of Goldsmith. and^Sheridan.: noTthe 
loud outburst of merriment such as greets the farce or the 
ludicrous music-hall turn, but the mellowed laughter which 
results from sheer intellectual enjoyment. The Liars, too, 
besides having this essence of genuine comic wit, possesses 
a wellndeveloned—. althoug h pec uliarly c on structed plot, 
which preserves its clarity even in the midst of the com- 
plications consequent on the introduction of character after 
character as the play develops. Of the unsatirical comedy 
of manners in recent times Mr Jones is one of our greatest 
masters. The same or similar qualities are to be found in 
the talented work of Mr W. Somerset Mgugbam, who, 
starting his career in Germany with Schiffbriichig (1902), 
has provided the theatre with a series of excellently con- 
structed plays, most of t hem full of satire and aboun ding 
in pict ures o f moder n social lif e. ^ Man of Hmimir (1903), 
The Tent h Man . (iqipJ. and many of the others contain 
scenes of sterling e.xcellence, and The Circ le (1921') is an 
almost perfect ‘serious comedy.’ The merit of this last- 
mentioned play lies in its excellently drawn characters and 
in the peculiarly delicate poise of its style. In spite of the 
fact that there is a.pr oblem underlying-itsjwJt. Mr Maugham 
here co mes near to the spirit of ea rlier ..‘manne rs’ comedy , 
and he shows an advance on Oscar Wilde in the subtle use 
he makes of the mot de situation where the dramatic setting 
adds to or gives point to the sally of wit. Mr Maugham^s 
greatest success in recent days has been Our Betters ^saed 
U.S.A. 1917; London 1923), a work which at once recalls 
Restoration comedy. The setting is aristocratic, the people 
introduced live idle lives, intrigue alone occupying their 
thoughts. The crudeness as well as the brilliance of the 
social portraiture calls for our attention. Unfortunately, 
Mr Maugham, who has such a decided flair for the theatre. 
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can stoop to provide works of a distinctly more trivial 
type. East of Sues (1922) won its popularity for purely 
meretricious elements infused into it. 

More ambitious is Mr^Ajf red . S utrp , who has striven 
to give a loftier tone to this comedy of social life. His 
failing probably arises from that endeavour. Frequently 
there is a discrepancy between the achievement and the 
aim. j\Ir Sutro’s first play, A Marriage has been Arranged, 
was acted in 1902, and during the twenty-odd years of his 
dramatic career he has written some twenty-two plays. 
Among his literary and popular triumphs must be numbered 
Th e Walls of Jericho (1904), The Fascinating Mr. Vander- 
veldt (1906), and XbfjOJ.wi£g. (1919). Mr Sutro^s work is 
rnagked chiefl y _b .v his essentially natura l jdialogLue. Withppt 
Ht^l?ing..Qpllaqnialisni and ctia lect he ha s s ucceeded in, giving 
a lifelik e._effectJo_a„dialQgue_ _wMc h is tr uly, b rillian t. His 
c haracters , on the other hand, do not quite harmonize 
with this conversation. Frequently he descends as in the 
Angela and Oliver of The Fascinating Mr Vanderzeldt, to 
stock figures, and even more frequently he permits his 
drahiatis persona to utter words which, had they been truly 
alive, they would never have uttered. 

In this j\Ir Sutro forms a marked contrast to Hubert 
Henry Davies, who died a few years ago (1917). 'Davies’ 
work dealt_more with theia nciJul and the psvcholQsdcaLthan 
^Yitll..th eJdepictionJ Jf -m anners and of w .it. i l/7'.y Gorrinqe ’s 
Nec k lac e^ (1903), Cous in _.Kat&. (1903), and CThe Mollusc 
(1907) are all marked by these qualities. For subtle por- 
traiture Davies Avas almost unrivalled in his 
Mollusg in particular presenting a delicate study of a woman 
character, and his talent for infusing a romanti c_atmo,spliere 
ij3t9.ga ^ realis tic plot, without thereby descending into the 
morass of sentimentalism, Avas truly remarkable. This 
comedy is of particular interest because of its retention of the 
unity of place, although tendencies toAvard this retention can 
be traced in other modern dramatists alongside of contrary 
movements. In the modern drama Ave‘may have on the 
one hand the rapidly changing scene and the duration of 
generations in Back to Methuselah, Avhile on the other Ave . 



REVIVAL OF THE COMEDY OF MANNERS 447, 

are confronted ^vith the unit\’ of place in The Mollusc or the 
double unities in 3 ilr Shaw’s Getting Married. 

In spite of the tendency toward wit and satire, to be 
seen clearly enough in the dramatic work of Mr A, A . Milne, 
and in that of ! Mr C. K. M unro , ^the latter of whom has 
won success \x\t\i Al^Mrs^B cam’s (1921) and with Sioiyn, 
or the Battle of Tindcrly Doion ( 1024L there i s a decided 
move ment toward^ - fantas\', in treatment and in theme 
aniong the modern dramati sts. T his tendency is to be traced 
even among the wittier dramatist s of to-day . It appears 
in the artificiality and exaggeration of At Mrs Beam’s 
r.o less than in H. V. Esmond’s Eliaa comes to Stay 
(1910) and irf’^M r Arno ld Be nnett’s The Great Ad ventur e 
( loiij. In the last-mentioned corned)' a famous artist, 
Ham Carve, allows himself to be thought dead. His valet, 
Albert Shawn, is buried with full honours in Westminster 
Abbey, and the artist settles down to a quiet Putney 
existence with Janet Cannot. The Bond-street picture- 
expert Ebag penetrates his disguise, and Westminster 
Abbey is trembling on the verge of a national disgrace. 
Relief comes through Lord Leonard Alcar, who patches up 
the differences between Carve and his cousin, and those 
between Ebag and the American collector Texel. The 
whole plot is delightfull)* impossible. We know, and 
3 klr Bennett knows, that this could never have happened, 
yet the treatment is realisticall}' satiric, somewhat in the 
Shavian style. An element of farce, it has been said, must 
enter into every true comedy, and farce in our own times 
is taking the form of topsy-turi'j' fancy. 

This fantasy, allied with realism, appears often in the 
work of George Calderon, whose The Fountain (1909) 
deserves remembrance, and in that of Harold Chapin, author - 
of Augustus in Search of a Father (1910), The Marriage 
of Columbine (1910), and The Philosopher of Bufterbiggins 
(1915). Chapin’s style is lighter than those we have 
been considering, but is marked by a delicate touch and 
true sympathy. Mr Allan Monkhouse ado pts the same style 
in Mary Broome (1911), The Education of Mr Surrage 
(1912), and his one-act piece, The Grand Cham ’s Di amond 
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(1918). The last-mentioned playlet, employing to excellent 
effect the surroundings and dialect of a lower middle-class 
London suburb, throws into the midst of an ordinary setting 
a wave of romance, which takes shape as a great diamond 
stolei: from the “Grand Cham.” Mrs Perkins would keep 
it when it comes flying through their window, for in her 
commonplace breast she nourishes a craving for some- 
thing beyond their narrow surroundings, but it is taken 
back b}*^ her daughter’s fiance Albert, who is a detective. 
Quietly they all settle down again, and the bird of romance 
is flown. 

Miss Perkins. I don’t know what Albert’ll think of you. 

Mrs Perkins. ’E's not going to marry me, thank ’eaven. 

Mr Perkins. D’y’ want t’ know what I think of yer? 

Mrs Perkins. Go on! Y’ve no ’magernation. 

Miss Perkins. 1 never thought to be ashamed of my own 
mother. 

Mr Perkins. Wantin’ in the very el'ments of morality. I 
wonder ’ow Sossiety’d get on if they was all like you. 

Mrs Perkins. Polly, put up that blind. It's a bit chilly with 
them broken panes. 

Miss Perkins. Most unladylike as well. 

[They settle down into their ehairs again. Mrs Perkins 
takes np her darning and Mr Perkins the paper. After 
putting lip the blind Miss Perkins returns to her puzzle. 

Mrs Perkins. ’Ow much did y’ say it was worth, Pa? 

Mr Perkins [gruffly']. Never mind. 

Mrs Perkins. Well, I 'ad my bit o’ fun for onct. 

CURTAIN 

Here is no struggle of generations, youth against age; it 
is age itself which pines for romance. 

Mr Tohn Galsworthy in Joy (1907), a play in which a 
daughter cannot realize her niother’s love-affairs until she 
falls in love herself, and in T he (1915) captures 

something of the same style. The Little Man is “a farcical 
morality.” The characters are individually portra3^ed, and 
there is realism tp the extent of an Austrian railway buffet, 
a Continental train, and German polisei, but the whole 
atmosphere is one of fancy and impossibility. So too, wdth 
the \vork of Rudolph Besier. Don (1909) and Lady 
Patricia (1911) are delightful admixtures of these two 
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qualities. Virtuosity and topsy-turvy idealism are Mr 
Besier’s chief fields, and few have succeeded in painting 
them so perfectly and with such subtle grace. Mr Granville 
Barker’s charming PrwtcUa ( 1904 ; written in collaboration 
with Mr Laurence Housman) captures the same atmosphere 
in its delightful lines and quaint setting. 

In the same style are written l^I r Louis Napoleon Parker’s 
Disraeli (1911), Pomander Walk (1912), and A Mimi^ 
(1922), where an effort is made to secure, without an undue 
infusion of sentimentalit}’, a similar imp.ressio n of d elicacy 
an d of quaintness . Perhaps Mr Graham Moffat’s Biinty 
Pulls the Strings (1911) and A Scrape o' the Pen (1912) 
may be mentioned alongside of these, and with them Mr 
Harold Erighouse’s Lonesome-like (1911), Spring in 
Bloomsbury (1911), and Followers (1915), as well as Mr 
Eden Phillpotts’ recently revived The Farmer’s Wife (1916). 

Wit, satire, display of social manners, therefore, all 
run parallel with another movement, which deals with 
fancy and things impossible. Mr George Bern yd Shaw 
and Sir Ja mes Barrie stand at the head of these two move- 
ments, eveiTTf at times the two strains seem confused and 
for a moment Mr Shaw becomes Sir James Barrie and 
Sir James Barrie becomes Mr Shaw. It is probable that 
the comedy of the future will be distinguished mainly by 
this comparatively modern development of fantastic realism, 
■where dialect and living characters keep us tied to the 
ordinary world and where imagination bears us to en- 
chanted realms, to "things impossible and cast beyond 
the moon.” 


(iv) J. M. Synge and the Irish School 

In this rapid survey of the comic endeavour of the last 
few years nothing has so far been said of the Irish comic 
theatre. Though the majority of the works produced at 
the .Abbey Theatre,-'-Dublin, ’ have been tragic or gloomy 
there have been sufficient comedies written for that theatre 
during the last thirty years to merit their independent 
treatment. S^ngejhimself, who found tragic expression 
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for his thoughts in Riders to the Sea and in Deirdre of the 
Sorrows, cast his In the Shadow of^he Glen as a comedy and 
wrote his greatest masterpiece,'^/ c Playboy of the Western 
World (1907), in a laughing strain. Xhfi».plot._ perhaps, 
s ay ours of impossibility, but for all that The Playboy 
realistic work, so realistic that it aroused a wild storm of in- 
dignation from the patriotic camp when it first appeared. 
The plot is a simple one, b ut delightf ully ,absur „d . At a 
small Irish village there arrives a callow youth, one Christy 
Llahon, who is thought to have killed his father. Away 
from the reality, all who hear his grandiloquent tale jnagnify 
him into a hero, and Pegeen Flahert}'^ goes so far as to cast 
off her loutish fiance, Shawn, in favour of this grand and 
picturesque figure. Christy’s joy, however, is soon cut 
short by the arrival of his father, who chastises him soundly 
and leaves the inn. Pegeen finds her hero to be a man of 
very mortal clay, and her taunting words express her own 
disappointment and bitterness of heart. Her tirade fires 
Christy with a real glow of courage; he rushes outside 
and murderously attacks his father. The latter is left 
lying for dead, but the reality does not impress the village 
folk as did the reported deed, clothed in the soft light of 
distance. Instead of praising and admiring the unfortunate 
Cliris'ty, they seize and bind him, with intent to give him 
over to justice. But old Mahon is a sturdy peasant, and 
even his son’s fury has not succeeded in knocking the life 
out of him. In he comes again, giving the superstitious 
and only half-sober inn-frequenters the idea that he is a 
ghost. When all have gone father unbinds son, and off 
they trudge good-humouredly from Flaherty’s house. 
Shawn now thinks that Pegeen will return to him, but her 
mind has been filled with a vision. She has lost the only 
Playbo}’^ of the Western World, and Shawn is dismissed 
with a good sound cuff on the ear to pay him for his lack 
of spirit and for his impertinence. 

The Playboy 'of the Western World is, unquestionably, the 
chief masterpiece in comedy with which the Irish theatre 
has so far provided us, but there are many other plays 
which come near to catching its broad humour and free 
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SfinsgL.Qf„{.uu,, Even Mr Yeats, mystic and poet though 
he be, has written an excelle nt satiric comcdv_in The Pot 
of Brot h (1902) and has infused into many of his more se- 
rious plays scenes of a humorous nature. The chief expo- 
nent of comedy in the Irish school is Ladv I. A. Gregory, 
A few tragic pieces she has written, but her main tendencies 
are toward the comic, and her know ledg e of Irish life and 
characte r_Ji as enabled her to write a scries of delightfully 
entertaining and amusing plays. Like^so many of the 
English dramatists she delights in' rrthe interweaving., -of 
fantas;^ an d,. real life. }^ex^Ar.canath persovee are drawn 
rrqm . a ctuality,, bu t h er plots ■frequently turn o n some 
i mpossibl e and ima gin ative tlicme. So, too, she loves 
OMggeration, and employs tliat exaggeration with perfect 
surety to secure her effects. Her great strength, however, 
co mes from her contact with the folk : in this her plays 
diner markedly from those of kir Jones and Mr Milne. 
Just as Synge found inspiration in the_may.l)e .. .coarse J^ii 
primitivel y strong and untouched qualities of the Iris h 
, peasa ntry, writing almost in a medievally blunt straih 
■The Tinker’s Wedding (1909), so Lady Qregory h as g one 
t o the peop le for her chief pow;e r. SPi'eading the N'ew s 
(1904),- H'\' acinih Halvey ( 1006) .'^T he Workhouse War d 
(190S), and other of her plays depend entirely for their 
value on this close contact with the folk, and in thus showing 
how much of w’orth lies in the primitive emotions of a com-- 
paratively uncivilized community she and Synge have given 
an inestimable gift to our literature. Under Wilde and 
Sir Arthur Pinero the drama was rapidly becoming vitiated, 
because wholly intent upon an over-cultured and often 
morall}' degenerate society. TheHiishj.v.riters,jDO_less than ! 
the_Rj issian writers, have displayed to us what artistie j 

le ss sophisticated circles. ^ 

In one-parti.cular.-jdirectk)n._ too, Ladv Gregory stands 
fonya rd^a s.;»ri , -irmQ vatQ3:. In \as_Ponipey the Greaf\igio) 
Mr Masefield^ndeavoured to .reinterpret the salient facts 
of a great historical epoch -in the light of modern times. 
Somewhat satirically Mr Shaw lias done the same in The 
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Mmi of Destiny (1897) and in Ccesar and Cleopatra (1899). 
L^dyJjT.egar_y.. writin g of historical events in Jlhe^jinap.grLS^^ 
,(1906) and in The White Coc/egcfg (iqo^T. h as strive n to 
i show wha t .excellent comedy can be achieved, wi thout any 
■sat irical purpose, by a sim ilar t r eatment oT'ahciFnt timj^. 

' TV this type of dramaTCady Gregory "Versel f' has'^en 
the title ^.^Jolk^iistoigc,” and she has written enough to 
show that there are here infinite possibilities for modern 
dramatists who would return to the inspiration of the 
people. Virtually, we are back once more in that epoch 
which gave birth to the author of George a Greene and to 
those many writers of chronicle-history plays of whom 
Shakespeare is immeasurably the greatest. 

There are certain signs that the Irish drama may witness 
in the future a marked development of this ^omic strain. 
It is certainly difficult to laugh when the heart is bleeding, 
and Cathleen Ni Houlihan has called only too many of her 
sons away from art and away from life to high emprise, 
and bitterness, and death. With the settlement of recent 
years, however, there is at least the possibility that a 
happier note may return, and maybe that happier note 
will echo the strains of S ynge, o f Lady Gregory, a nd 
of Mr L ennox R obinson.^ Si 

■ kjm i|' 7 "•*' ' "i 

/* ■' 

^For his The Whitehcaded Boy (1916) Mr. Robinson will be remem- 
bered as a master in Irish comedy. The recent successes of Mr. Sean 
O’Casey’s somewhat bitter Jmio and the Paycock and The Shadozv of a 
Gunman seem to show that a revival of comedy is imminent at the 
Abbey Theatre. While these two plays are not by any means wholly 
comic the farcical scenes in them show that Mr. O’Casey has the power 
of writing what may be called the city comedy of Irish life, as dis- 
tinguished from the comedy of the peasantry as presented by S3mge. 
A good study of recent tendencies is given in Ernest Boyd’s Ireland’s 
Literary Renaissance {1923). 



CHAPTER VII 

THE OUTLOOK FOR THE FUTURE 


F t; "SHIS general survey of the development of drama 
.'I has left man}'' writers, even writers of some talent, 

Jl. unmentioned, but an attempt has been made to 

trace the development of theatrical types and tendencies 
from tlieir beginnings in the medieval period on to the 
present day. At the present moment we stand at a crisis. 
That great revival of the literary drama which was heralded 
in the late nineteenth century and which seemed to promise 
so much in 1914 was broken by the War, which drew men 
and women away from more serious art to the relaxation 


of lighter forms of amusement. Nothing has been said in 
the last chapter of what may be termed the unliter ary 
d rama,. t he drama which never gets printed, or if printed is 
intended primarily to capture the tastes of a less exacting 
public. It is only too true that this lesser drama has 


usurped to a large extent the position occupied by the 


greater works of the early year s of the centur^ Revues 
of the most inane and otten ot the most indecent sort have 


followed one another in our larger theatres with monotonous 


regularity. Romantic, .musical comedies... have .run for 
years. A trivial and lifeless pierrotic show has captured 
and"' is still capturing popular attention. Drury Lane 
continues its series of more spectacular melodramatic 


e.xcitements. Chu Chin Chow won a record in longevity. 
The music-halls are packed to overflowing. Assuredly, if 
we look S tins side of the theatrical life of to-day we may 


well turn pessimists, but perhaps Sydney Grundy has a 
moral to offer us in his Pair of Spectacles. Instead of 
consistently bewailing the state of our play houses as do 
many of our critics, we may assume the'gold-rimmed glasses 


of Mr Benjamin Goldfinch and find many ^igns .which call 
for hopefulness,. Once, more, after the turmoil and the 
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IQ 20 , ..and new dramatists are arising with fresh aims 


and ;reins pired enthusia si n. In many ways it is evident 
"Si^rcircumstances are shaping themselves for an even 
greater dramatic iinpetiis in the future. It has been noted 
that the Irish, school has gained strength from its close 
association with the people. Perhaps learning a lesson 
from those Irish writers, several of our own dramatists 
have turned away from upper-class society, in a search 
for themes and characters less vitiated, while parallel with 
their efforts go those of a number of enthusiasts who are 
, str iving to revive the love of d rama in the country d istricts. 
The strength of the ElizaBctlian theatrr^ came from its 
association with th^ folk^ and it may well be that the modern 
theatre will take its c h ief inspiration from the sa me source. 
The Dram a Leag ue ^ is endeavouring to co-ordmate these 
scattered efforts, and great authors such as the ever-to-be- 
revered Mr Thomas Hardy are taking an active interest 
in this new development. With this goes the rise of 
theatrical interest in the provincial town s.. Yhe Dublin, 
'^lasgowT’ahT Birmingham repertory theatres ^^ contributed 
largeh*- to the revitalization of dr ama in the first decades 
of this centur)^j'’an3''Tnirthey or their successors are doing 
”^obd '“wwlr’^Tn our own times we have seen repertory 
more fully established in London than it has ever been 
before. The Everyman Theatre and the Regent Theatre 
are setting a standard which many must shorti}* follow. 
In spite of the long runs, therefore, there are healthier 
tendencies abroad, and we may look forward here, as in 
the provinces and in Ireland, to fresh manifestations of 
dram atic enthusiasm. 

’" Another sign of hope lies in the attitude of the play- 
wrights themselves. The theatre fundamentally is not 

, merely a so. undin g-board for the aut hor. It deinandstfi^ 
genius of a producer, of "^'actor7^*irscenic artist, of an 
electrician, to raise it to the height of perfection. Whereas 
many of the major writers of the nineteenth century gazed 
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down with supercilious disdain upon the other workers 
in the playhouse , modern authors are comintr to realize 
that they form onh^ one part in a vast c ircle ot com posite 
artistry. Nowhere has this been so luIIUei^rcssed as in 
a letter written recently by IMr Masefield to ]!^Ir Gordon 
Craig and published in the Mask.^ Says Mr Masefield: 

I see tliat, in The Mask, you discuss the place of the poet in a 
theatre. 

In this countrj*. poets have the supreme precedent of Shake- 
speare, who settled this point by calling some of the other artists, 
who worked in the theatre with him, “his fellows.” 

A poet should be “the fellow” of the other artists working in 
the lucatre. lie and the otiicr artists sboiild be working together 
to give to each other the greatest possible opportunities for the 
exercise of their powers. Whenever this happens in any theatre 
sometliing noble is achieve'T" ~ 

No worker in the theatre can do without the art of his fellow- 
workers; each should bring all that he can to the common stock, 
which thereb)’ becomes uncommon. 

This might be taken as a text by all dramatists, and 
happily it is a symbol of a movement everywhere present 
to-day. While the playwright endeavours to produce 
powerful drama, his main thought is directed to the en- 
noblement of the theatre as a whole, ^ nd he realizes that 
to achieve such an ennoblement his efforts alone are by 
no means sufiBcierit. 

This question of the relationship of poet and producer 
(taking producer as a common term to express all the non- 
poetic arts of the playhouse) necessarily demands a note 
on the tendencies in the present-day theatrical world. In 
the nineteenth century the managers were content if they 
achieved showy results. They did not care whether their 
scenery was in harmony with the play so long as they drew 
a gasp of foolish astonishment from the gaping public. 
If they endeavoured to secure anything more it lay wholly 
in the building up of wood and canvas cathedrals, or castles, 
or palaces upon the stage. Their art, that is to say, was 
not artistic. They attempted to do merely what the poster- 
designer of a few years ago attempted, or what the many 

1 July 1924. 
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crude photographic painters attempted when they depicted 
for the delectation of tourists and in the most unimagi- 
native colouring some typical scenes of London, or Paris, 
or Venice. Art, however, does not lie in show or in pare 
realism; it lies in the production of such a homogeneous 
unity that our spirits, as it were, are fused for a moment 
with the harmony of line and coloun We do not admire 
a picture of Botticelli’s because the blue waves are like the 
sea, or because the timid Venus rising from her shell is 
like any woman who ever lived ; nor do we admire it because 
it is spectacular. We stand in rapt attention only because 
the artist by some alchemy of genius has so blended his 
colours, has so interwoven line with line, that he has created 
a perfect unity, something to capture our spirits by what 
magic not even the most erudite of psychologists can 
explain to us. 

Xhis_conceDtion.jQUlkh-,art^ in the ri ieatre , ha rdly came 
before the beginning of the twentieth century, although 
efforts had been made since at least 1890 toward a greater 
perfection of the scenic accompanime nt to drama. To^dav 
tins conception is pred ominant. There are theatres which, 
for lack" of money7 are forced to make shift with worn 
canvases and battered properties, but the prevailing tone, 
even in revue, is to Evolve something which shall mean more 
than mere splashes of paint on pieces of carpentry hastily 
nailed together. While this conception predominates, and 
happily predominates, there seem to be two main tendencies . 
which draw it one way or the other. The first of these 
may be styled the realistic and the second the imaginative. 
They correspond to two conceptions of dramatic art as a 
whole. There are some who hold that in the playhouse 
we seek illusion. These critics say that what we desire 
in the theatre is to be carried away out of our ordinary 
lives, and to be cheated into believing that the scene on 
the stage is reality. It is undoubtedly true that some 
people do feel this. There are traditional tales concerning 
primitive cowboys or others who were prepared to take 
part in the action upon the stage, and even in London 
there are not many actors who would rather play a villain 
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than a hero. At the same time, illusion for the ordinary 
spectator is only partial at the best, and nearly all of us 
are aware, even in moments of highest tension or of most 
hilarious laughter, that the battlements are not of Elsinore 
and the trees are not of Arden forest. Those who plead 
for the greatest possible realism on the stage have this in 
their favour — ^never before has the theatre been so amply 
supplied with materials for the securing of a semblance of 
actuality. The scene-painter*s a<rt allied to tha t of the 
electrician cah~~hbw obtain effects undreamt ot betore. 
Our drawing-rooms can look like drawing-rooms now, noT 
like pieces of flimsy canvas ; our woods can look like woods, 
and our seas like seas. Those, too, who have witnessed 
some recent productions in which the new German lighting 
effects were emplo^’ed will agree that it would be hard to 
tell the fictional clouds that flit over the painted sky from 
real clouds, or the fictional sunrise from a real sunrise. The 
question is, however, not w’hether the semblance of actuality 
.can be obtained , but whether it is precisely that which we 
desire. Would we not rather have the real drawing-room 
of Mrs So-and-So, the real Epping Forest, tlie real Atlantic, 
rather than these feigned copies of them? Would we not 
choose to watch those beautiful clouds from an open moor- 
land rather than from our seats in gallery or in stalls ? It is 
jyecisely the same problem which arises in the consideration^ 
^ drama itself. We do not want merely an excerpt from 
reality; it is the imaginative transformation of reality as j 
it is seen through the eyes 01 the poet, that we desir.^ * 

It would seem, therefore, that the more truly funda- 
mental purpose of modern theatrical production will be 
directed rather to the world of imaginative fantasy than 
to that of realism or naturalism^^ call it what we will/ The j 
great art of the theatre i s to suggest, not to tell openly ; • 
t o dilate the~ mind bv svi^tjols. hot .by actual things | to ; 
express in Lear a world’s sorrow, and in Hamlet the grief / 
of humanity. Many of our modern producers are striving \ 
in thrs direction, although it must be confessed that England 
here is w-ell in the background. The only true genius who 
has arisen amongst us has to spend his life in Italy, after 
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having endeavoured vainly to obtain a theatre in which 
to realize his aims. There can be no question but that 
Mr Gordon Craig could, if opportunities were given to him, 
establish in London such a theatre that the whole of artistic 
Europe would flock to see it. Mr Crai g has the breadth of 
view, the enthusiasm, the vast concepfibn, which is neces- 
sary for the achievement of the highest artistic expression. 
He has to a high degree w'hat he finds to be lacking in our 
lives — “belief and the power to worship.” For him “Art 
is not a pick-me-up; it is a communion. The theatre 
is not a bar; it is a famous temple.” Mr Gordon Craig’s 
designs are essentiall}' imaginative and symbolic, wdth 
great vastnesses and deep shadows and the dazzling rays 
of the sun. He would lift the theatre above the plane of 
actuality to that of a uniA^ersal vision . 

This reaction to natu ralism is to be seen markedl)’’ in 
some other less majestic “attempts to secure freedom of 
artistic expression. Tli e_ Russian the atre_haa.-iii_the last 
few )'ears, turne d al most comnletelv .-fu tudst’.^-.in the 
sense tliat every endeavour is made to e^ape from the 
actual and tangible form of the physical w^orld and 
to create a new world of unknown things. These neAV 
developments so far have not reached London save in a 
very tentative and experimental ■way, but on the Continent 
they are well knowm, mainly through the activities of 
the Fourth Studio of the jMoscow Art Theatre, formerly 
dirjested by the late M. Vachtangov. It is impossible to 
say w’hafe new effects are procurable by these new methods 
when applied to older plays, but certainly they bring an 
air of freshness and novel beauty to fanciful entertain- 
ments- such as Princess Turandot. Vachtangov’s scenery 
for this is purely fanciful,. wdth twisted columns and cubes, 
and squares, with slanting balconies ’ and doors truncated. 
This scener}"^, however, perfectly expresses the -fanciful 
nature of the play, the Eastern imagery and the comic 
figures borrowed from the conwiedia dclVarte tradition. 
We are informed' that even these new ' developments are 
out of date in the tlieatres of Moscow and that still more 
daring attempts are b^ing made in the direction of frying 
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theatrical art from the rigid conventionalism which so far 
has distinguished it.^ 

Assuredly these new movements are good, but there 
is the danger that in this introduction of ‘futurism’ the 
theatre maj- be made the happ}’ hunting-ground of charla- 
tans, and that the majesty and splendour of the drama 
ma}’ be lost. ]\Ioreover, the employment of such devices 
in plays written for other conditions seems inevitably 
doomed to failure. For the fantastic they are excellent ; 
for the majestic they are absurd. The modern age is one 
of continual striving against convention, a continual seeking 
for the new*, a continual beating against the pettiness of 
the sentimeptally prett}'; and here in the scenic art of the 
theatre w'e may find that which expresses, these desires. 
Here, if anyw’here, is the higher life, the overthrow of pure 
naturalism. 

To these movements in scenic art correspond a number 
of developments in the dramatic work of our present years. 
It is hazardous to prognosticate concerning the future 
development of an art, but there seem to be certain main 
movements in our ow'n time which w'ell may form the 
chief contributions of our age to the international art of 
the theatre. In the eighteen-nineties, as wc have seen, 
realism ^p redominated. This w^as necessary, in order to 
^destroy the false romantic sentiment of the preceding 
decades, but soon it was found that realism w'as not enough. 
Then came, i n-serious-drama, the union of a story of actual 
lifie with sometlijiig mitsiSe thTordinary w'orld. So we have 
the many realistically poetic tragedies produced in Dublin, 
tve have Mr Masefield’s The Tragedy of Nan, \vt have the 
numerous post- War plays which strive to infuse the phenom- 
ena of life with a force which is, in the literal sense of 
the word, supernatural. This t}'pe of drama will, in all 

1 Typical of recent developments in the realm of the drama cor- 
responding with these new methods of stage presentation arc the plays 
of Evreinov, where symbolism is carried to an extreme. A translated 
extract has been given on pp. 401-3. It is probable that there will be 
witnessed a considerable interest in this most modern tjTJC of drama 
in the course of the following years. Already the Russian influence has 
been felt in Germany and in Italy. 
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probability, form the chief development of tragedy in the 
succeeding years. 

A similar movement is visible in the sphere of comedy. 
The pure comedy of manners, painfully realist ic, ‘"seenTs 
to be giving place to a fantast ic_coniedy«. which does not 
forget nature, but which delights at the same time in 
impossibilities and in wildly fanciful flights into the world 
of the imagination. ^nj:;p^.rpoxe-jr£ality--.fbr^ 
a nd prevents a n escape _Mci,jan.,inta^JLbl&^an.d_p.ossjbly 
meaningless world, ^while fantasy aids in securing a higher 

- , ,, II, I -Q 

appeal and a more universal tone. 

In addition to these there is a type of dramatic effor t 
which is tragic ._j\>,et_cannQt-^be._caIlei^ta:agedhu, It is tlie 
drama ,of^fea,:fj^^nd once more mingles fantas)'^ with actuality. 
Ifhese plays of fear usuall}' combine some element of mystery 
with a plot essentially reali stic in charactefV 'T^^^ 
themes are often introduced to give interest to the develop- 
ment of the particular plays. The drama of fear undeniably 
calls forth weaker emotions in an audience than does high 
tragedy, but it is nevertheless a perfectly legitimate form 
of drama and will probably find a marked development in 
later years. Even now plays of this type are proving more 
and more popular. 

An imaginative treatment of real life seems, therefore, 
to be the keynote to modern dramatic productivity, an d it 
f orms what ap pears—t o , be the best, c omprom ise between ' 
t he cru del y reali sti c eft'orts of previous years an d th e mor e 
r^ei jious efi j3jts..ji£^Qnae>..pi:eseht?^ It is 

just possible that these extreme elements may gain a hold 
over certain schools of dramatic activit 3 ^ There are signs, 
for example, that Marinetti, directly or indirectly, is influ- 
encing the theatre. Marinetti is a pronounced modernist, 
and he sees in the newly developed art of the cinema 
many possibilities for the awakening of a new spirit in 
the theatre. He would have none of your acts or long 
scenes,^ but woulld split up each play into a number of short 
episodes, each terse and to the point, a succession of short 
pictures such as we find in the film. This style of dramatic 
writing, we are informed, has captured many of the modern 
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Russian authors. One does not deny that it may 
occasionally produce a fine work of art, but as a general 
principle of composition it seems open to much criticism. 
The tlieatre has admittedly found since 1912 a powerful 
rival in the picture-house. The art of film-making is a 
high one. There is an art in the weaving of sccnarii, of 
film-acting, of film-producing, of film-taking. To all this 
we may agree; but it is not by any means so certain that 
the theatre ought suddenl}' to desert its former ways and 
career after the new fashion. The truth is that the film 
has an art of its own, distinct from the art of the theatre, 
and any attempt to make the one comply with the terms 
of the other is doomed to failure. 

Marinetti’s theories, therefore, will in all probability 
exercise little permanent influence upon the general develop- 
ment of the drama. The drama has a long lineage; its 
strength lies in the past, as well as in the future. It were 
absurd now to attempt imitations of Shakespeare or of 
' Moliere, because Shakespeare and Moliere wrote of and 
for the seventeenth century, yet Shakespeare and Moliere 
through their fundamental greatness still form founts of 
inspiration for our modern authors. The theatre, if it 
will be true to itself, must at one and the same time look 
back to a treasured past and look forward to the develop- 
ment of new motives and of new themes in harmony with 
the spirit of fresh generations. . The theatre, the great 
t heatre, the theatre which will live ToiLalUim&J&.a t_once th e, 
most traditional and the most progressive of all the arts. 
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I. NOTES ON CRITICAL WORKS 

^ HE following list of books on English drama is necessa- 
i rilj’ selective. It is intended merely as a preliminary 
guide for students who maj' wish to devote special at- 
tention to one particular period, and must be supplemented by 
reference to more exhaustive bibliographies contained in some of 
the larger works cited below. For those who may desire to work 
on tlie dramatic literature of other countries the information given 
in the subject catalogues of the British Museum will be found 
useful. 

(i) Diction A niEs 

There is no exhaustive reference-book for English drama, 
although one such is now in active preparation. Up to 1812 
the Biographia Dramatica of Isaac Reed and Stephen Jones is 
incomparably the best. Additional details may be gained from 
r»'arious earlier dramatic dictionaries, such as those of Langbaine, 
Jacob, and Whincop. Research students should also note the 
annotated copies of Langbaine in the British Museum, as well as 
the separate manuscript collections there. More recentl)'^ were 
published The 'Stage’ Encyclopecdia, brief but comprehensive, 
and the more ambitious Dictionary of the Drama by W. Daven- 
port Adams, which, unfortunately, was left incomplete at the 
letter G. For the Elizabethan tlieatre F. G. Fleay’s Biographical 
Chronicle of the English Drama (1891) and A Chronicle History 
of the London Stage (1890) are valuable and suggestive, although 
now out of date. Bibliographical information is provided in his 
lists of plays and masques (1900 and 1902) by W. W. Greg, who 
is at present engaged on a more exhaustive survey of the printed 
works of the period. For the later drama lists of playwrights and 
of plays are given as appendices to the present writer’s History 
of Restoration Drama (1923) and History of Early Eighteenth- 
Century Drama (1925). These lists will be continued in succeed- 
ing volumes for the periods 1750-1800, 1800-50, and 1850-1900. 
At present there is not even an incomplete hand-list for these years, 
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although J. Genest, in his History of the Drama and Stage in 
England, carries his chronological survey of performances up to 
1830. Of modern works Thomas H, Dickinson (in The Contem- 
porary Drama of England, 1917), A. E. Morgan (in Tendencies of 
Modern English Drama-, 1923), and Barrett H. Clark (in A Study 
of the Modern Drama, 1925) give selected dictionaries. The last- 
mentioned work is most complete from this point of view, but 
its worth is lessened by the fact that the dates given are often 
only of American publication or performance. A good survey of 
English theatrical literature, especially that of the eighteenth 
century, is provided in W. J. Lowe's English Theatrical Literature 
(1887). 


(ii) General Histories 

General histories of the drama are few in number. The Cam- 
bridge History of English Literature (referred to hereafter as 
C.H.E.L.) devotes two volumes (v and vi) to the medieval and 
Elizabethan stage, and has separate chapters in other volumes on 
dramatic development up to the end of the nineteenth century. 
Most of these chapters are short, and are marred by the fact that 
the dramatic works of men more famous as poets or novelists are 
abstracted from the chapters which deal with the theatre. The 
bibliographies, however, should be noted. 'F. E. Schelling has a 
work on English Drama (1914) containing a vast amount of in- 
^ formation, but somewhat overstressing the Elizabethan period, and 
there is the Short History of the English Drama by Benjamin 
Brawley ( 1922) , a useful general guide, as well as R. Farquharson 
Sharp’s A Short History of the English Stage (1909). 

(iii) Medieval 

On medieval drama the standard authority is Sir E. K. Cham- 
bers’ The Mediceval Stage (1903), and most histories of Eliza- 
bethan theatrical endeavour have sections on the miracles and 
moralities. Most important are the History of English Dramatic 
Literature (1899) by Sir A. W. Ward, wherein the development of 
the drama is carried as far as 1714, F. E. Schelling's Elicabethan 
Drama (1908), a work of scholarship and fine criticism, W. 
Creizenach’s Geschichtc des neueren Dramas (1893-1909), W. J. 
Courthope’s History of English Poetry (1895-1903), C. M. Gay- 
ley’s Plays of Our Forefathers (1909), and J. J. Jusserand’s Liter- 
ary History of the English People (1907-9). A. W. Pollard has 
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an illuminating preface to his English Miracle Plays (latest edn. 
1923), and there is interesting critical matter in J. M. Manly’s 
Specimens of Prc-Shakespcarcan Drama (1900-3). There arc 
many reprints of medieval plays. Besides the texts in the last- 
mentioned volumes, the Lndus Covcntricc has been edited by J. O. 
HalHwell-Phillipps (Shakespeare Society, 1841), and by Miss K. 
S. Block (Early English Text Society, 1922), and the two Coven- 
try cycle plays appear in the E.E.T.S. publications, edited by H. 
Craig. The York plays have been reprinted by Miss Lucy Toul- 
min Smitlt (1SS5) and the Towneley mysteries by A. W. Pollard 
(E.E.T.S., 1897). Other miracle plays have been included in the 
E.E.T.S. series, still otliers in Anglia (vols. vii, xxi, xxx) and 
Englische Stiidien (vol, xxvi). The moralities, also, have been 
fairly fully edited. Specimens may be found in the volumes of the 
Malone Society, the E.E.T.S., and in the “Tudor Facsimile Texts” 
series edited by J. S. Farmer. Most of these are accompanied by 
critical matter. 

(iv) Elizabethan 

Texts of Elizabethan plays are numerous. Gifford, Dyce, 
Bullen, and others have edited the works of many individual au- 
thors, and Farmer’s facsimile reprints as well as the Malone So- 
ciety type facsimiles provide accurate reproductions of the orig- 
inals. There are, besides, many modernized reprints, e.g., the 
f'Mermaid” series and the specimens of pre-Shakespearean drama 
'in the “Everyman’s Library.” It can never be too often insisted 
upon that these reprints are fundamentally useless to the serious 
student. The only useful reprints possible are the accurate line- 
for-Iine facsimiles, such as the Malone Society provides. The 
“Cambridge Classics” series (including Beaumont and Fletcher) 
is good, as are the Kyd, Greene, and Ljdy, published by the Ox- 
ford Press. For several selected plays the “Belles Lettres” series 
provides adequate texts with full and illuminating introductions. 
Fuller details may be obtained from the appendix to volumes v and 
vi of the C.H.E.L. 

Tire critical work on the Elizabethan dramatic literature is vast. 
'Above, under (iii), have been indicated the principal books, but 
no serious study of this period can be attempted without a detailed 
investigation into particular problems. The very full list of 
books in Sir E‘. K. Chambers’ monumental The Elizabethan Stage 
(1923) will give many suggestions for specialized reading. 
Among the general surveys, apart from those noted above, we 
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may mention C, F. Tucker Brooke’s Tudor Drama (1911), J. A. 
Symonds’ Shakespeare’s Predecessors in the English Drama 
(1900), F. S. Boas’ Shakspere and 'his Predecessors (1895), A. J. 
F. Mezieres’ Pridecesseurs et contemporains de Shakespeare (3rd 
edn. 1881), and Janet Spens’ Elizabethan Drama (1922). Valu- 
able comment is provided in J. J. Jusserand’s Le Theatre en Angle-' 
terre jusqii’atix predecessenrs immcdiats de Shakespeare (3rd edn. 
1881), and there is a mass of information in J. P. Collier’s History 
of English Dramatic Poetry (1879). This last work must, how- 
ever, be used with care, as Collier was an incorrigible forger, and 
many of the documents cited in his work existed nowhere but in 
his own mind. J. L. Klein’s Geschichte des Dramas (1886) con- 
tains some valuable matter, as does R. Prolss’ Geschichte des neu- 
eren Dramas (1883). Taine’s Histoire de la litterature anglaise 
(1864; translated 1872) contains no matter of research, but inter- 
esting critical judgments are numerous. 

(v) Shakesperian 

The Shakespeare literature is vast, and only one or two works 
can be mentioned here. The Life is best told by Sir Sidney Lee 
(latest edn. 1925). This'ToTlects all the available data, and will 
probably never be superseded, although J. O. Halliwell-Phillipps’ 
Illustrations of the Life of Shakespeare (1874) contains interest- 
ing documentary matter. Most of the other "Lives,” such as that 
by Sir Walter Raleigh, are valuable for criticism, not for fact. 
Sir Sidney Lee’s book contains notices of many works on Shake- 
speare; these notices may be supplemented by reference to Jag- 
gard’s large bibliography of Shakespeariana. Critical s tudies, of 
very var3'ing value, abound. Several important eighteenth-century 
essays have been collected together by D. Nichol Smith (1903); 
and E. Walder has a study on Shakespearean Criticism, Textual 
and Literary, from Dryden to the End of the Eighteenth Century 
(1895). If reference is required direct to the original texts a start 
might be made with Thomas Rymer’s A Short View of Tragedy 
(1693), Dryden’s Essay of Dramatick Poesie (166S), Farmer’s 
An Essay on the Learning of Shakespeare (1767), and Morgann’s 
Essay on Sir John Falstaff (1777). The prefaces of the various 
editors — Rowe, Pope, Theobald, and Johnson especially — should 
likewise be noticed. ' Earlier criticism will be found in The Shake- 
speare Allusion Book (1909). Of rom^tic critical work _that of 
S. T. Coleridge in Notes and Lectures on Shakespeare (1849), of 
W. Hazlitt in Characters of Shakespear’s Plays (1817), and of 
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A. C. Swinburne in A Study of Shakespeare (1880) are probably 
the most important. Recent critidsm, however, has largely sup- 
planted the old, A. C. Bradleys Shakespearean Trapedy (1904) 
proved epoch-making, as did “E. Dowden's Shakesper'e : His Mind 
and Art ( 1S74) and G. P. Baker’s The Development of Shakespeare 
as a Dramatist (1907). Among other works might be mentioned 
■'Sir Walter Raleigh’s Shakespeare (1907). R. G. I^Ioulton's 
Shakespeare as a Dramatic Artist (1S85), T. R. Lounsbury’s 
Shakespeare as a Dramatic Artist (1901: giving an excellent 
survey of some eiglueenth-centur}' editors), J. C. Collins’ Studies 
in Shakespeare (1904), G. Brandes* U^illiam Shakespeare (1896), 
and J. Brander ^latthews’ Shakespeare as a Playzvripht (1913). 

Several particular problems require more detailed investiga- 
tion. The questioi^ of bibliograph}* is one that to-day has as- 
sumed special importance owing to the researches of A. W. 
Pollard, W, W. Greg, and others. No better start could be made 
on this than a careful reading of the former’s Shakespeare Folios 
and Quartos (1909) and Shakespeare’s Fight with the Pirates 
(1920). Reference .should be made also to the hitter’s articles “On 
Certain False Dates in Shakespearean Quartos” (The Library, 1908 
and 1910). H. R. Plomer, in the same journal for 1906, has an 
essa}’ on "The Printers of Shakespeare’s Plays and Poems,” and 
R. Crompton Rhodes has written a book on The First Folio (i 923 )> 
which contains a good survey of the various difficulties. Additional 
matter is provided in some of the essays contributed to the series 
of Tercentenary First Folio Lectures published in 1924 by the 
Oxford University Press. 

A true investigation of the various problems connected with 
this can he undertaken only when reference is made direct to the 
original Shakespearian texts. The First Folio has been several 
times reprinted. The best of these reproductions is that edited 
by Sir Sidney Lee (1902), but the Methuen facsimile (1902) is 
less costly and provides a suitable working text. The reduced 
reprint (1876) of J- O. Halliwell-Phillipps is too small for con- 
venient usage. The later folios are all represented in the Methuen 
series. The quarto texts are nearly all available in reprints. 
Forty-eight were issued under the editorship of Halliwell-Phillipps 
between 1862 and 1871; forty-three were later printed under the 
direction of F. J. Furnivall between 1880 and 1889. Several 
other diverse texts have been variously edited. For the majority 
of these plays the Furness Variorum edition, a truly monumental 
work, will be found invaluable. While it does not obviate the 
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necessity of referring to the originals it provides in its textual 
readings no less than in its massive notes material -which no 
student of Shakespeare can ever lay aside. 

The problems of Shakespeare’s text, which, it may be noted, 
have taken a fresh colouring since the recent investigations into 
the play of Sv‘ Thomas More (see the essay by Sir E. Mauhde 
Thompson and Shakespeare’s Hand in "Sir Thomas More” 
(1923)), may be related to the discussions concerning the author- 
ship of the plays. Here J. M. Robertson's books are invaluable; 
special attention should be devoted to his The Shakespeare Canon 
(1922-25). Other essays by A. E. Morgan (on Henry V), by 
Dugdale Sykes (on The Taming of the Shrew), and by J, Parrott 
(on Timon) might be compared with this work. An attack on 
J. M. Robertson’s theories appears in a lecture on The Disintegra- 
tion of Shakespeare by Sir E. K. Chambers (1924). 

This question of the authorship of the plays necessitates a 
study of the "Shakespeare Apocrypha” and of Shakespeare’s 
sources. On the former reference should be made to A. F; 
Hopkinson’s Essays on Shakespeare’s Doubtful Plays (1900). The 
texts are all given in C. F. Tucker Brooke’s The Shakespeare 
Apocrypha (1908), and some of them have been facsimiled. J. P. 
Collier edited a number of the source-books in Shakespeare’s 
Libi-ary (re-edited by HazUtt, 1875) The series of "Shakespeare 
Classics,” under the general editorship of Sir Israel Gollancz, also 
presents many of the original texts in a modernized form. 

The history of Shakespeare’s plays on the English stage has 
been excellently told by G. C. D. Odell in his Shakespeare from 
Betterton to Irving (1922), and there are many works dealing with 
his influence upon the Continent. ' A good, though brief, survey 
of these is given in Sir Sidney Lee’s Life. 

The study of the Shakespearian theatres is an important one. 
The most exhaustive account is in Sir E. K. Chambers’ The 
Elizabethan Stage, but for a full discussion of the various theories 
reference may be made as well to other earlier works. Of these 
most important are W. J. Lawrence’s The Elizabethan Playhouse 
and Other Studies (two series, 1912 and 1913), J. Q* Adams’ 
Shakespearean Playhouses (1917), and A. H. Thorndike’s Shake- 
spea'Ps Theatre (T1916), as well as the various articles by G. F. 
Reynolds and T. A. Graves. A. Feuillerat’s Documents relating 
to the Office of the Revels at Court in the Time of King Edward VI 
and Queen Mary (1914), Documents relating to' the Office of the 
Revels in the Time of Queen Elisabeth (1908), and L,o b%ireau des 
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menus-plaistrs ct la misc cn scene d la coiir d’EUsabcfJt (1910), 
Tucker Murray’s EUzabcihan Dramatic Companies (1910), and 
J. Q. Adams’ The Dramatic Records of Sir Henry Herbert (1918) 
reproduce important documents bearing upon stage history. A 
useful general outline of the subject is given by H. H. Child in the 
C.H.E.L. (vol. vi), and much information is given on this and 
kindred subjects in Shakespeare's England (1917). A reference 
to Sir E. K. Chambers’ volume will indicate the numerous other 
books and articles on these and kindred subjects. 


(vi) Late Sixteenth and Early Seventeenth Century 

Besides the general studies mentioned above there are many 
works on particular writers of the late sixteenth and early 
scventeentli centuries. On the early tragic writers J. W. 
Cunliffe’s The Influence of Seneca on Elizabethan Tragedy (1907), 
as well as the introduction to the works of Sir William Alexander 
(1922), edited by L. E. Kastner and H. B. Charlton, should be 
consulted. F. E. Schelling has an interesting study on George 
Gascoigne (1893), and this might be supplemented by J. W. 
Cunliffe’s “The Influence of Italian on Elizabethan Drama” 
(Modern Philology, 1907). Heywood's work has been recently 
investigated in detail by A, W. Reed (see text), and there are 
numerous articles on the various early moralities and interludes. 

So far, the best work on Marlowe is that by J. H. Ingram (1904), 
but much new material has been gathered by C. J. Tucker Brooke 
and contributed to Modern Philology and other journals. Recently 
discovered documents are printed by J. L. Hotson (1925). 
Robert Greene’s works have been edited with a full introduction 
by J. C. Collins, Lyly’s by R. W. Bond. The latest collected edi- 
tion of Peek’s writings is that edited by A. H. Bullen, but it is 
somewhat unsatisfactory. The same is true of Sir E. Gosse’s re- 
print of Lodge’s works (1878-82). Nashe, on the otlier hand, has 
found an excellent editor in R. B. McKerrow (1904-8) and Kyd in 
F. S. Boas (1901). All these works mentioned contain valuable 
introductory and explanatory matter. 

New material has recently been gathered concerning Anthony 
Munday by Miss St Clair Byrne (see The Library), and some of his 
plays are represented in the Malone Society texts. The Jonson 
literature is large. At present no good edition of his works is 
available, but C. H. Herford and P. Simpson are preparing a fresh 
text, and Yak' University is slowly building up its Variorum 
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edition. A new volume in the “English Men of Letters” series 
(by G. Gregory Smith) gives an excellent summary of his life 
and dramatic activities. A fairly full list of articles and critical 
studies is given in the C.H.E.L., vol. vi. Particular notice should 
be taken of Castelain’s Ben Jonson (1907). In 1922 was published 
a Jonson Allusion Book, edited by J. Q. Adams and J. F. Bradley, 
giving critical matter concerning Jonson’s works up to the end of 
the seventeenth century. Mina Kerr’s Influence of Ben Jonson 
on English Comedy (1912) contains some useful material. The 
only complete Dekker is that issued in Pearson’s reprints (1873), 
but it gives a poor text. E. E. Stoll has an essay on “Jonson’s 
Influence on Dekker” (Modern Language Notes, vol. xxi), and 
Swinburne another on his general work (Nineteenth Century, 
1887). A good critical edition of his many plays is much to be 
desired. Chapman has found a modern critic in T. M. Parrott, 
whose Comedies of Chapman (1910-14) and selections in the 
“Belles Lettres” series (1907) have become standard. On his 
relationship to Shakespeare, A. Acheson has an illuminating, but 
somewhat exaggerated, study entitled Shakespeai‘e and the Rival 
Poet (1903). Middleton’s works have been edited by A. H. 
Bullen (1885-86) ; this is the best, but not a perfectly satisfactory 
edition. There are many articles on the subject of the Middleton- 
Rowley collaboration. No good edition of Massinger exists, but 
there is an excellent critical study by A. Cruickshank (1920), which 
summarizes much of the discussion concerning the Massinger- 
Fletcher problem. The best editions of Beaumont and Fletcher’s 
works are those edited by A. H. Bullen (1904, incomplete) and 
by A. L. Waller and A. Glover (1905) respectively. Boyle, 
Bullen, Heay, Dugdale Sykes, and others have written much on 
the question of the authorship of these dramas. A. H. Thorn- 
dike’s Influence of Beaumont and Fletcher upon Shakespeare 
(1901) is an important study. 

Marston’s works have been collected and edited both by 
Bullen (1887) and by A. B. Grosart (1879). Antonio and Mellida 
is included in the Malone Society reprints. There is no adequate 
study of his life and work, although detailed research has thrown 
light on certain aspects of his career (see J. H, Penniman’s The 
War of the Theatres, 1897, and the various articles and studies on 
the “Poetomachia”). Tourneur’s plays have been edited by 
J. C. Collins (1873) and Webster’s works by Hazlitt (1857). 
There are many essays on problems connected with particular plays 
by these two men; a fairly full list up to the date of its publication 
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will be found in the CJ 1 .E.L., vol vi. Rupert Brooke’s Jolm 
Webster and the Elizabethan Drama (1916) is an interesting later 
study. W. Bang has edited part of Ford's dramatic works (1908), 
but there is no authoritative collected edition, nor is there an 
exhaustive studj- of his career. A good study of Shirley has 
recently been prepared by Arthur H. Nason (1915), but Gifford and 
Dyce’s somewhat out-of-date edition of the works ^1833) is the 
only one at present available. On the minor writers H. Swartz’s 
essay on Suckling and E. K. R. Faust’s Richard Bronie (18S7) will 
be found useful. A new edition of Heywood is greatly to be 
desired, as is a full study of his life and work. The University 
drama has been adequately treated by F. S. Boas (University 
Drama in the Tudor. Age, 1914) and by G. C. Moore Smith (parti- 
cularly his College Plays, 1923). 

The standard work on the masque is that of A. Re}'her (Lcs 
masques anglais, 1909). Reference might also be made to R. Bro- 
tanek’s volume on the same subject (1902). A bibliographical 
list of printed masques is given by W. W. Greg. Notice should 
be taken also of J. Nichols’ Progresses of Queen Elizabeth (1823) 
and Progresses of King James (1828). These contain many 
valuable texts, but the information in them has been largely used 
by later scholars. An interesting volume on Inigo Jones’ masque 
designs has been issued by the Walpole and Malone Societies 
(1924). On the Elizabethan pastoral see W, W. Greg’s Pastoral 
Poetry and Pastoral Drama (1906), and for the later devel- 
opment of this type Jeanette Marks’ English Pastoral Drama 
(1914). 

(vii) Restoration 

The drama of the later seventeenth century has been dealt 
with in the present writer’s History of Restoration Drama (1923). 
G. H. Nettleton carries his survey farther in point of date in Eng- 
lish Drama of the Restoration and Eighteenth Century (1914). 
The English heroic play is the subject of a study by L. N. Chase, 
and the comedy of manners of another by C. Palmer (1910). 
Recently H. E. Rollins has contributed to various periodicals (cf. 
Studies in Philology, 1921) valuable notes on drama in the Common- 
wealth period. A rare and entertaining contemporary work is 
John Downe’s Roscius Anglicanus (1708). This, and Pepys’ Di- 
ary, furnish a good deal of our information concerning the theatre 
at this time. Lily Campbell’s Scenes and Machines in the 
Renaissance (1923), E. Thaler’s Shakespeare to Sheridan (1922), 
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W. J. Lowe’s Betterton (1898), and J. W. Tapper’s edition of two 
of D’Avenant’s plays (“Belles Lettres” series, 1909) will be 
found useful. Beljame’s Le public et les homines de lettres an dix- 
huitieme siecle (1898) is an important work, as are C. Perromat’s 
study of Wycherley (1922), Bonamy Dobree’s Restoration Comedy 
(1924), and J. W. Krutch’s Comedy and Conscience after the 
Restoration (1924). D. H. Miles essays to survey The Influence 
of Molibre on Restoration Comedy (1910). This might be read 
along with J. E. Gillet’s Molibre en Angleterre (1913). R. S. 
Forsythe’s A Study of the Plays of Thomas D’Urfey (1916-17) 
contains some interesting material, and there are many important 
works on the career and literary activities of Dryden. Congreve 
and Wycherley have recently been edited by Montague Summers 
(1923 and 1924), with lengthy introductions. Most of the other 
important authors of the period have had their works reprinted, 
but not always in a satisfactory form. Maidment and Logan’s 
Dramatists of the Restoration is a useful series, but the text of the 
plays is unsatisfactory. A recent volume edited by D. H. Stevens, 
Types of English Drama (1923), includes a number of Restoration 
plays. Montague Summers’ Restoration Comedies (1921) and 
Shakespeare Adaptations (1922) should also be consulted. 

(viii) Eighteenth Century 

The standard authority for the history of drama from 1660 to 
1830 is that of Genest, but his work is little more than a series of 
excerpts from newspapers and bills, by no means complete. The 
development of drama during the period 1700-50 has been traced 
in the present writer’s History of Early Eighteenth-Century Drama 
(1925). E. Bernbaum has an excellent study on The Drama of 
Sensibility (1915), and the careers of many of the major writers 
have been narrated in various works. Of these G. Aitken’s 
Steele (1889), W. L. Cross’ The History of Henry Fielding (1910), 
and A. E. Gipson’s John Home (1917) are important. There 
is, besides, a large literature on Goldsmith and Sheridan. Some 
of the more valuable dramatic works of this period have been 
reprinted, and original editions are not so scarce as are those 
of the sixteenth and seventeenth centuries. D. F. Canfield’s 
Corneille and Racine in England (1904) is important. For the 
domestic drama reference should be made to A. Eloesser’s Das 
biirgerliche Drama (1898) and Sir A. W. Ward’s edition of The 
London Merchant ("Belles Lettres’’- series, 1906). F. Gaiffe’s 
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Le drame cn France an dix-lmitibmc stccle (igro) gives a clear 
account of the development of sentimental plays on tlie Parisian 
stage. 


(ix) Modern 

There is no authoritative work on early nineteenth-century 
drama. This period can be approached only through an examina- 
tion of contemporary treatises, a fairly full list of which is given 
by W. J. Lowe. ^luch information, of course, can be gained 
from the standard lives of the principal poetic dramatists of the 
time. On the theatre of the later nineteendi century and of our 
^sent day, on the other hand, there are many important works. 
‘A. E. Morgan has recently published a valuable volume on 
Tendencies of Modern English Drama (1923). Suggestive studies 
are William Archer’s English DramatUts of To-day (1882) and 
The Old Drama and the New (1923),^ H. Dickin.=on’s The Con- 
tent l>orary Drama of England (1917),'^ W. Qiandlers Aspects of 
Modern Drama (i9i4)?^arrett H. Clark’s A Study of Modem 
Drama (1925), Ashley Dukes' Modern Dramatists (1912) and The 
Youngest Drama (1922), A. Filon’s The English Stage (1897), 
A. Henderson’s The Changing Drama (1914), M. A. Franc’s Ibsen 
in England (19x9), C. Andrews’ The Drama To-day (1913), W. L. 
Phelps’ Essays on Modern Dramatists (1921), C, W. Scott’s The 
Drama of Yesterday and To-day (1899), Watson Nicholson’s 
The Struggle for a Free Stage in London (1906), J. Palmer's The 
Censor and the Theatres (1912), and F. Vernon’s The Tiventieth- 
Century Theatre (1924). A comparatively full list of other works 
dealing with various aspects of modern drama will be found in 
Barrett H. Clark’s work cited above. 

The student should also relate his reading of plays to the larger 
theories of dramatic art in general. Barrett H. Clark gives a full 
list of modem works on this subject in his Study of the Modern 
Drama and surveys past endeavour in European Theories of the 
Drama, A selected bibliography is given as an appendix to 
the present writer’s Ati- Introduction to Dramatic Theory (1923). 
Particular note should be taken also of the new ideals in stage- 
craft. Gordon Craig’s works are of great value, and such books 
as Kenneth MacGowan’s Continental Stagecraft (1922) should 
be read in close connexion with tHe main tendencies in modern 
drama. 



474 


BRITISH DRAMA 


II. SELECTED LIST OF PLAYS BY MINOR 

writers' 

The following list is not intended to be in any way exhaustive. 
It includes merely the titles of some dramatic works which rise 
above mediocrity, and of a few modern plays not mentioned 
in the text. The student of the theatre should note that many 
of these plays are of prime importance for an understanding 
of the audiences of the various periods and for an appreciation of 
dramatic development. Accounts of such plays as appeared 
before 1750 will be found in Schelling’s Elicabethan Drama and 
in the present writer’s histories of Restoration and early eighteenth- 
century drama. For those published between 1750 and 1830 Genest 
should be consulted. 


(i) To 1642 

Alexander, William, Earl of Stirling. Important for the 
study of Senecan influence in England. The best edition is 
that prepared by L. E. Kastner and H. B. Oiarlton (1922). 

Armin, Robert: The History of the Two Maids of More-Clacke 
(1609). 

Barnes, Barnabe: The DiviVs Charter (1607). 

Barrey, Lodowick: Ramr Alley; Or Merrie-Tricks (1611). 

Cavendish, William, Duke of Newcastle. Important for his 
development of comedy. The Country Captaine (1649), T/ie 
Variety (1649), The Humorous Lovers (1677), The Trium- 
phant Widow (1677). 

Cowley, Abiumiam: The Guardian (1650). 

Daborne, Robert: The Poor-maids Comfort (1655). 

Denham, Sir John: The Sophy ‘(1642)'. 

Field, Nathaniel: A Woman is a Weather-cocke (1612), 
Amends for Ladies {161%'). 

Goffe, Thomas: The. Raging Turke (1631), The Careles Shep- 
herdess (1656). 

Haughton, William: English-Men for my Money (1616). . 

Killigrew, Thomas: Comedies and Tragedies (1664). 

Lower, Sir William. Important for his : translation^ Ironi 
Quinault' atid Corneille. 
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Markham, Gervas: The Dumhc Knight (i6oS). 

Marmiok, Shakerley: Hollands Leaguer (1632), The Antiquary 
(1641). 

May, Thomas: The Heirc (1633). 

Nabres, Thomas; The Bride (1640). 

Quarles, Francis: The Virgin Widow (1649). 

Sharpham, Edward; Cupid's Whirligig (1607). 

Tailor, Robert: The Hogge hath lost his P carle (1614). 

Tatham, John. Various plays, both before and after 1642. 

Tomkie, Thomas: Albumaaar (1615). 

Anonymous: The IVeahcst gocth to the IV all (1600), The Rcturnc 
from Pernassus (1606), Wily Bcguildc (1606), The Merry 
Devil! of Edmonton (160S), Histrio-Mastix (1610), The 
London Chaunticlcres (1659). 

(ii) 1660-1700 

Arrowsmith, : The Reformation (1673). 

Bancroft, John: King Edward the Third (1691), Henry the 
Second (1693). 

Betterton, Thomas: The Amorous Widow (acted 1670; printed 
1706), The Revenge (16S0). 

Carlisle, James: The Fortune Hunters (1689). 

Cotton, Charlf.s: Horace (1671). 

D’Avenant, Dr Charles: Circe (1677). 

Dilke, Thomas: The City Lady (1697). 

Doggett, Thomas: The Country-Wake (1696). 

Duffett, Thomas: The Empress of Morocco (1674), The Mock- 
Tempest (1675). 

Fane, Sir Francis: Love in the Dark (1675). 

Gildon, Charles: The Roman Bride’s Revenge (1697), Loud's 
Victim (1701). 

Granville, George, Lord Lansdowne: The SIie-Gallants (1696), 
Heroick Love (i6g8). The Jew of Venice (ifoi), The 
British Enchanters (1706). 

Higden, Henry; The Wary Widdow (1693). 

Hopkins, Charles: The Neglected Virtue (1696). 

Howard, James: The English Mounsienr (16^4; acted 1666). 

iJevon, Thomas: The Devil of a Wife (1686). 
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Leanerd, John: The Country Innocence (1677), The Counter- 
feits (1679). 

Manley, Mrs: The Lost Lover (1696), Alniyna (1707). 

Motteux, Peter Anthony: Love’s a Jest (1696), The Novelty 
(1697). 

Mountfort, William: The Life and Death of Doctor Faustus 
(c. 1686; printed 1697). 

Payne, Nevil: The Fatal Jealousie (1673). 

Pix, Mrs Mary: The Spanish Wives (1696), The Deceiver 
Deceived (1698). 

PoRDAGE, Samuel: Herod and Mariamne (1673), The Siege of 
Babylon (1678). 

Porter, Thomas: The Villain (1663), The Carnival (1664). 

Powell, George. Various operas, comedies, and tragedies. 

Rawlins, Thomas: Tom Essence (1677), Tunhridg e-Wells (1678). 

Rhodes, Richard: Flora’s Vagaries (1670; acted 1663). 

Rymer, Thomas: Edgar (1678). 

St Serfe, Sir Thomas: Tarugo’s Wiles (166S). 

Sedley, Sir Charles: The Mulberry-Garden (1668), Antony and 
Cleopatra (1677). Bellamira (1687). 

SouTHERNE, Thomas: The Loyal Brother (1682), The Disappoint- 
ment (1684), Sir Anthony Love (1691), The Fatal Marriage 
(1694), Oroonoho (1696). 

Tuke, Sir Samuel: The Adventures of Five Hours (1663). 

WiLMOT, John, Earl of Rochester: Valentinian (1685). 

Anonymous: The Mall (1674), The Mistaken Husband (1675), 
The Muse of New-Market (1680), Wit for Money (1691). 

(iii) 1700-50 

Aubert, Mrs: Harlequin-Hydaspes (1719). 

Baker, Thomas: The Humour of the Age (1701), Tunbridge- 
Walks (1703). 

Beckingham, Charles: Scipio Africanus (1718). 

Boadens, Charles: The Modish Couple (1732). 

Boyle, Charles, Earl of Orrery: As you Find it (1703). 

Brooke, Henry: Gustavus Vasa (1739). 

Bullock, Christopher: Woman’s Revenge (i7i5)> The Cobler 
of Preston (1716), Woman is a Riddle (1717). 
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BuKfTABY, Charles; The Reform’d Wife (1700), The Ladies' 
Visiting-Day (i/Oi), The Modish Husband (1702), Love 
Betray'd (1703). 

Carey, Henry: The Dragon of JVanilcy (1737). 

Chetwod, William Rueus: The Lovers Opera (1729). 

Cibber, Theophiltjs: Palie and Peggie (1730), The Harlot's 
Progress (1733). 

Coffey, Charles: The Beggar's Wedding (1729), The Devil to 
Pay (1731). 

Dalton, Dr John: Contus (1738). 

Dennis, John: Iphigcnia (1700), The Comical Gallant (1702), 
The Invader of his Country (1720). 

Fenton, Elijah: Mariamnc (1723). 

Garrick, David. Important for his farces and adaptations of 
Siiakespeare. 

Havard, William: Scanderbeg (1733), King Charles the First 

(1737). 

Hill, Aaron: The Fatal Vision (1716), Zara (1736), Alsira 

(1736). 

Hippisley, John; Flora (1729). 

Hoadly, Dr Benjamin: The Sttspicious Husband (1747). 
Hughes, John: The Siege of Damascus (1720). 

Johnson, Charles. An e.\ceedingly interesting writer who 
touched almost all the types of dramatic activity in his time. 
Martyn, Benjamin: Timoleon (1730). 

Miller, James; The Mother-in-Law (1734), The Man of Taste 
(1735), The Universal Passion (i737). 

Norris, Henry: The Royal Merchant (1706). 

Popple, William: The Lad^s Revenge (1734)1 The Double 
Deceit (i735)- 

Savage, Richard: Love in a Veil (1719)^ Sir Thomas Overbury 

(1724)- 

Sewell, George: The Tragedy of Sir Walter Raleigh (1719) • 
Smythe, James Moore: The Rival Modes (1727). 

Taverner, William: The Artful Husband (1717). 

Thurmond, John. Various pantomimes. 

Young, Edward: Btisiris (1719), The Revenge (1721). 
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(iv) 1750-1800 

Bentley, R.: The Wishes (1761), Philodamus (1767). 

Brand, Miss Hannah: Huniades (1792). 

Brooke, Mrs Frances: Virginia (1756). 

Brown, John: Barbarossa (1755), Athelstan (1756). 

Burgoyne, General John: The Lord of the Manor (1780), The 
Heiress (1786). 

Cobb, John: The Strangers at Home (1786), The Haunted Tower 
(1789). 

Crisp, Samuel: Virginia ('1754)- 

Delap, John: Hecuba (1761), The Royal Suppliants (1781). 
Francklin, Thomas: The Earl of Warwick (1766). 

Glover, Richard: Boadicia (1753). 

Griffith, Elizabeth: The School for Rakes (1769). 
Hawkesworth, John: Edgar and Emmeline (1761). 

Hoare, Prince: Indiscretion (1800). Many translations from 
the German, 

Hoole, John: Cyrus (1768), Cleonice (1775). 

Hull, Thomas: Henry the Second (1774). 

Jephson, Robert: Bragansa (1775), The Count of Narbonne 
(1781). 

Jones, Henry: The Earl of Essex (1753). 

Kemble, John P. Important for his adaptations of Shake- 
speare. 

Kenrick, William: Falstaff’s Wedding (1760). 

Macnally, L. : Fashionable Levities (1785). 

Mallet, David: Eurydice (1731), Mustapha (1739), Elvira 
(1763). 

Mason, W.: Elfrida (1752), Caractacus (1759). 

More, Hannah: Percy (1785), The Fatal Falsehood (1779). 
Morton, T. : Columbus (1792), Speed the Plough (1798), The 
School for Reform (1805). 

O’Keeffe, John. Important for his musical comedies. 

Reed, Joseph: The Register Office (1761). 

Sheridan, Mrs Frances: The Discovery (1763). 

Townley, James: High Life below Stairs (i759)t 
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Vaughan, T. : Loves Vagaries (acted 1776; printed 1791). 
Whitehead, William; The Roman Father (1750), Creusa 

(1754)- 

(v) The Romantic Period (1800 to the Seventies 
AND Eighties) 

^Albert, James: Jingle (1878). The Two Roses (iSSi). 

Arnold, S. J. : The ShipzLTcck (1796), The Devil's Bridge (acted 
1812; printed 1S20). 

Bernard, W. B. : The Passing Cloud (1850). 

Blanchard, E. L. L : Faith , Hope and Charity (1S45). 

Brooks, C. W. S.: The Exposition (1851). 

Brough, R. B. : Kensington Gardens (1851), Alfred the Great 

(1859)- 

Buchanan, R. W.; Alone in London (1885), Sophia (18S6), A 
Man’s Shadow (1S89). 

Buckstone, J. B. : The Flowers of the Forest (1847), Damon and 
Pithias (1871). 

Byron, H. J. : Uncle Dick’s Darling (186S). Our Boys (1875). 
Craven, H. T.: Miriam’s Crime (1863), Meg’s Diversion (1866). 
Fitzball, Edward: Home Again (1844). A prolific adapter of 
Scott. 

Grover, H. M. : Socrates (1828). 

Harwood, Isabella (“Ross Neil”) ; Incs (1871), The King 
and the Angel (1874). 

Jerrold, D. W.: Beau Nash (1834). A prolific writer of fair 
comedies and farces. 

Matthews, C. J.: Married for Money (1855). 

Meritt, Paul: Linked by Love (1872). 

Merivale, H. C.: All for Her (1875), Florien (18S4). 
Moncrieff, W. T. Many adaptations. 

OxENFORD, John: The Dice of Death (1835). 

Phillips, Watts: The Woman in Mauve (1864). 

Sims, George R. Many farces and light comedies. 

Stevenson, R. L.: Deacon Brodie, Beau Austin, Admiral Guinea 
(1892). 

Wills, W. G.: Charles the First (1873), Faust (1886). 
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(vi) The Modern Period (i860 to the Present Day) 
Bax, Clifford; Shakespeare (with H. F. Rubinstein) (1921). 
Boyle, William: The Building Fund (1905), Family Failing 
(1912). 

Broughton, F. W.: The Bailiff (1893). 

Cannan, Gilbert; Miles Dixon (1910), Mary’s Wedding (1912). 
Coward, Noel: The Rat Trap_(^ig2^), The Vortex (1925). 
Down, Oliphant; The Maker of Dreams (1913), Three One-Act 
Plays {The Dream-Child, Bal Masque, Tommy-by-the-Way) 

(1923)- 

Dukes, Ashley: The Man with a Load of Mischief (1925). 

Esmond, H. V.: Etiza comes to Stay (1912), The Law Divine 
(1922). 

Fagan, James Bernard; The Wheel (1922). 

Gibson, W. W.: Krindlesyke (1922). 

Glover, Halcott; Wat Tyler (1920). 

Hamilton, Cosmo; The Blindness of Virtue (1908). 

Housman, Laurence. Many poetic dramas, 

MacEvoy, Charles; David Ballard (1907), The Likes of Her 

(1923). 

Manners, J. Hartley; Peg 0’ my Heart (1913). 

Mayne, Rutherford; The Drone (1908), The Troth (1909). 
Monkhouse, Allan; Four Tragedies {The Hayling Family, The 
Stricklands, Resentment, Reaping the Whirlwind) (1913). 
Moore, George; The Strike at Arlingford (1893), The Apostle 
(1911), Esther Waters (1913). 

O’Brien, Seumas; Duty (1916). 

Pearse, Padraic; The Singer (1918). 

Ro\st,ey, Anthony; A Weaver’s Shuttle (1910). 

Sabatini, Rafael; The Tyrant (1925). 

Vachell, H. A.: Quinneys (1915). 

Zangwill, Israel; The Melting Pot (1908), The Next Religion 
(1912). 
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Dates of birth and death arc inserted after the names of 
British dramatists not now living. 


Abbey Theatre, Dublin, 364, 3S8- 
389. 449 
Abdalla, 307 
Abelard, 23 

Abercrombie, Lasccllcs, 42S-429 
Abraham iHrotswiiha), iS 
Abraham and Isaac CXorthampton 
myster>’ plajO, 29, 38 
Abraham Lincoln, 427 
Abraham's Sacrifice, (Chester 
cj-cle), 33-35 
Abra-Miilc, 266 
Acolastus, 51 

Actors in the sixteenth century, 67 
Actresses introduced on the stage, 
221-222 
Adam, 23 
Adder, The, 428 
Addison, Joseph (1672-1719), 230. 

aio, 252, 263, 26s 
Adelaide, 307-308 
Admirable Crichton, The, 417. 
418 

,£schylus, 13, 14, 231, 369 
JEsop, 258 

Agamemnon, 263-266 
Aglaura, 108, 193-106, 212, 338 
Albion and Albanitis, 239 
Albotiiie, igS 

Alchemist. The, 117, 148, 154 
Alcibiades, 232 

Alexander, Campaspe and Di- 
ogenes, 91, 94 
Alfred the Great, 33S 
All Fools, 155. 156, 160 
All for Love, 223, 226, 233, 234- 
23s. 236 

All in the Wrong, 291 
All’s Lost by Lust, ig6, 327 
All's One, 19S 

All's Well that Ends Well, 127- 
128, 130-131 

Alphonsus Emperor of Germany, 
97-98, 180 

Alphonsus King of Aragon, 88-89 
Ambitious Stepmother, The, 267 
Amboyna, 233 
Amends for Ladies, 166 
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Aminla, 143 

Ainphitriio, SI 

Amphitryon, 247 

Amyntas, 143 

Anatomist, The, 249 

Andrea of Hungary, 327 

Androclcs and the Lion, 436, 440- 

441 

Annajanska, the Bolshevik Em- 
press, 436 
Anne Boleyn, 308 
Anne Boleyn (Taylor), 333 
Antiquary, The, 165 
Antonio and Melhda, 172-173, 180 
Antonio's Revenge, 172-173 
Antony and Cleopatra, iii, 119, 
169. 176-177, 191. 220, 234, 235 
Apius and Virginia, 33-34, 37 
Apostate, The, 308 
Appiits and Virginia (Web.), 184 
Arcadia, The, 14s 
Archer, William, 337 
Archipropheta, SI 
Arden of Fcversliam, 93, 119, 197, 
19S, 204 

Ariosto, Lodovico, 59 
Aristotle, 171, 226 
Arkxvright's Wife, The, 333 
Arms and the Man, 437 
Arrah-na-Pogue, 333 
Arraignment of Paris, The, 75 
Arsinoc, 239 
Artful Wife, The, 284 
As Vou Like It, 14. 90, 93, 103 ,107, 
109, 117, 122, 125-126, 128, 221 
Assignation, The, 247 
At Mrs Beam’s, 447 
Atheist's Tragedy, The, 183-186 _ 
Audience, characteristics of, in 
sixteenth century, 99-100; in 
seventeenth centurj', 112-1 19: 
in Restoration times. 219; in 
eighteenth century. 259-262; in 
early nineteenth century, 302- 
303: in late nineteenth century, 
■j'jS-'tTO 

Augier, ’£mile, 338 

Augustus in Search of a Father, 447 
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Auhilaria. 152 
Aurcng-Zebc, 226 
Aveugles, 398, 400-401 

Back to Methuselah, 435, 436, 440, 
441, 446 

Baillie, Joanna (1762-1851), 301; 

her dramatic work, 320-321 
Baker, Elizabeth, 378-380 
Bale, John, (1495-1563), Si. 63, 205 
Ball, The, 155 
Ballad-opera, 271-275 
Banks, John (/?, 1690-96), 267, 268, 
296; his dramatic work, 237 
Barker, H. Granville, 350-351, 364, 
376, 387, 444 his dramatic work, 
369-373, 449 

Barrie, Sir James, 352, 366, 422, 
435, 443, 449; his dramatic work, 

4x7-419 

Barry, Elizabeth, 221, 262 
Bartholomew Fair, 117, 148, 151, 
154 . 243 

Bashful Lover, The, 138 
Bassano, Francesco Nigri de, 51 
Battle of Alcacar, The, 75 
Beau Nash, 335 

Beaumont, Francis (1584-1616), 
and Fletcher, John (1579-1625), 
109, III, 1X3, 1 15, nS, 131, 142, 
1S8, 198, 2XX, 2x3, 217, 223, 241; 
romantic tragi-comedy of, 14, 
106, 131-135; their influence on 
Shakespeare, 13S-138; realistic 
comedy of, 159-162; revenge 
tragedy of, 182-184 
Beauty Stone, The, 358 ' 

Beatix^ Stratagem, The, 257 
Becket, 329 

Beckett, Gilbert Abbott a, 333 
Beddoes, Thomas Lovett (X803- 

49), 327 . 

Beeston, Christopher, 216-217 
Beeston, William, 2x6-217, 2x9 
Beggar's Opera, The, 241, 272-273 
340, 353 

Behn, Aphra (x 640-89), 281, 291; 

her dramatic work, 248 
Bell, J. J., 386 
Belshassar, 308 
Bennett, Arnold, 383, 387, 447 
Berenice, 373 • 

Berkeley, Sir William (1605-77), 

Bertram, 307 
Besier, Rudolph, 448-449 
Betterton, Thomas (1635-1710), 
221, 262 


Bickerstaffe, Isaac (1735-87), 278 
Bill of Divorcement, A, 380 
Bird in a Cage, The, 142 
Birthright, 393-394 
Bjornson, Bjornstjerne, 346-347 
Black Prince, The, 226, 231 
Black-eyed Susan, 335 
Blackfriars theatre, 67, 108 
Blake, William, 232 
Blind, The, 398, 400-401 
Blind Beggar of Alexandria, The, 
155 

Blindness of Virtue, The, 387 
Bloody Brother, The, 183 
Blot in the ’Scutcheon, A, 331 . 
Blue Bird, The, 398 
Blurt Master-Constable, 163 
Boaden, James, 314; Life of 
Kemble, 302 

Boccaccio, Decamerone, 61 
Bold Stroke for a Husband, A, 
291 

Bondman, The, 137 
Bonduca, 133, 136, 139 . I 7 S 
Booth, B., 262 
Borderers, The, 323 
Botticelli, Sandro, 92, 456 
Bottomley, Gordon, 429-430 
Boucicault, Dion (1822-90), 332- 

333, 334, 363, ,387 
Bouilly, Jean Nicolas, 288 
Bourgeois Gentilhomme, Le, 249 
Boyle, Roger, Earl of Orrery 
(1621-1679), 106, 142, 223, 226 
Bracegirdle, Mrs. 221 
Bradley, A. C., 368 
Brambs, J. G., edition of 
UdoTcar by, 18 

Brandes, Johann Christian, 288 
Breaking a Butterfly, 360 
Bride’s Tragedy, The, 327 
Briery Cap, ^ The, 393 
Brieux, Eugene, 348 
Brighouse, Harold, 383, 449 
Britain’s Daughter, 429 
Britannia Triumphans, 212 
Briton, The, 268 
Broken Heart, The, 191-192 
Broken Soil, The, 394 
Broken Vow, The, 333 
Brome, Richard (d. 1652?), 166-167 
Bronte, Charlotte, Shirley, 279 
Brooke, Henry (i703?-83), 268 
Brooke, Rupert (1887-1915), 298 
Brothers, The, 141 
Brough; Robert Barnabas (1828- • 
60), 335 . 

Brown, Armitage, 324 
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Browning, Robert (1812-89), 304; 

his dramatic work, 329-332 
Buckstonc, John Baldwin tiSoa- 
„i 879 ). 333 
Bugbears, The, 60 
Bulwer-Lytton, Edward, Lord 
Lytton (1S03-73). 309 
Bunch of Violets. A, 362 
Bunty Pulls the Strings, 449 
Burbage, James, 107 
Burgoyne, General John, 440 
Burial and Resurrection, The, 29 
Burnaby, Charles ( 17 . 1703), 279 
Bury Fair, 244 
Bussy D’Ambois, i8r 
Byron, Charles Duke of, iSi 
Byron, George. Lord (178S-1824), 
263. 307, 312, 320, 328; his dra- 
matic work, 323-326 
Byron, Henry James (1835-84) , 335 

Ceesar and Cleopatra, 438, 452 
Cain, 325, 327 
Cams Gracchus, 309 
Cains Marius. 233 
Calderon, George, 447 
Calderon dc la Barca, 1J9 
Cahsto and Mclcbca, 49, 51, 52, 53, 
S4“S6 

Callimachus, 18 
Calthrop, Dion Caj^on, 369 
Camaralcaman and Badoura, 33s 
Camhises, S3 

Cambyscs, King of Persia, 230 
Camilla, 239 

Campden IVonder, The, 37s 

Campion, Thomas (d. 1619), 211 

Canavans, The, 452 

Candida, 436, 437 

Cannan, Gilbert, 386 

Captain Thomas Stukcley, 63 

Captivi, IS2 

Cardinal, The, 194-19S 

Carew, Thomas (iS 98 ?-i639?) , 211 

Carey, Henry (fl. 1743), 276-277 

Carlyle, Thomas. 343 

Carr, J. Comyns (i 7 . 1880-95), 357 

Cartwright, George (i 7 . 1660), 226 

Cartwright. William (1611-43), 143 

Case is Altered, The, 148, 151-152 

Cassilis Engagement, The, 376, 

^377-378 

Caste, 355-357 

Castle of Perseverance, The, 44 
Castle Spectre, The, 313, 323 
Cataract of the Ganges, The, 332 
Cathleen Ni ‘Houlihan, 414-415 
CtititiiCe, 64 


Cato, 236, 263 
Catspav, The, 335 
Cclcstina. 49, 53 

Cellcs, Konrad, edition of Hrots- 
witha’s plajs by, 17 
Cenci, The, 323-325 
Censorship, 305 

Centlivrc, Susanna (1667-1723), 
279, 291 ; her dramatic ivork, 284 
Cer\ antes, Miguel, 142 
Chabot, Admiral of France. 181 
Chains, 37 S-.S 79 

Chambcrlaync, William (1619-89), 
224 

Chambers, C. Haddon, 363 
Chambers, Sir E. K., Mcdiamal 
Stage, 21, 23, 48, 341; Eliza- 
bethan Stage, 341 
Change, 387 

Changeling, The, 190-191 
Changes, 141. 166 
Qiapin, Harold (1SS4-1915), 447 
(Hiapman, George ( 1559 - 1634 ). 97 . 
101, 116, 14S. 211: his dramatic 
work. 154-157. 181-182 
Charlcsl, characteristics of, 104-los 
Charles I (Ha\ard), 268 
Charles 1 (Wills), 334 
(Charles II, restoration of, 105, 216, 
21S-219 

Chaste Maid in Cheapside, A, 117 
Chaucer, Geoffrey, 178 
Cheats, The, 24s 

Cheats of Seapin, The, 224, 271 
Cheke, Henry (iS48?-86), Si 
Chester, Charles, 152 
Chester mystery cycle, 29, 32-.3S 
Oicstcrton, G. K., 420, 435 
(Thcltle, Henry (d. 1607), 96-97, 
181, 199 

Chief Promises of God unto Man, 
The, SI 

Chimes, The, 333 
Choiee, The, 446 
Choleric Fathers, The, 317 
Xpurrbs Hdcjcui’, 18 
Christus redivivus, 51 
Chronicle histories, 63-64, 94, 205- 
209 

Chrononhotonlhologos, 276 
Chu Chin Chow, 424, 453 
Church, influence of the, in de- 
velopment of drama, 20 
Cibber, Colley (1671-17S7). dra- 
matic work of, 277, 281-282- 
Cinema, art of the, 461 
Cinthio, HecatommfhX 130 
Circle, Tltd, 445 
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Citizen turned Gentleman, The, 249 
City Heiress, The, 248 
City Madam, The, 117, 162 
City Match, The, 164-165 
City Night-Cap, The, 142-143 
Clancy Name, The, 389, 391, 392 
Clandestine Marriage, The, 290- 
291 

Clark, Barrett H., 348 
Cleomcncs, 235 

Clergy, attitude of, to drama, 24- 
2S 

Cobb, James (1756-1818), 289 
Ccelia, 298 

Caelum Britanicum, 21 1 
Cokain, Sir Aston (1608-84, 249 
Coleridge, Samuel Taylor (1772- 
1834), 130, 304, 340, 431; his 
dramatic work, 320-323 
Colleen Bawn, The, 333 
Collier, Jeremy, his attack on the 
stage, 255-256 

Colman, George, the Elder ii7i2- 
94) I 273 ; his dramatic work, 290 
Colman, George, the Younger, 
(1762-1836), 313-314, 316 
Cotomhe’s Birthday, 331 
Colum, Padraic, 389; his dramatic 
work, 394-396 

Comedy, satire in, 117; intrigue 
type in early seventeenth cen- 
tury, 119-120; realistic in seven- 
teenth century, 146-168; intrigue 
and humours type in Restoration 
period, 242-250 ; of manners, 
250-258; sentimental type, 279- 
28S; revival in eighteenth cen- 
tury, 289-295 ; in modern period, 

430-452 

Comedy of Errors, The, 317 
Comical Revenge, The, 144, 251-252 
Commedia dell'artc, 59, 270, 458 
Commedia erudita, 59 
Committee, The, 245 
Comus, 211 
Confederacy, The, 258 
Congreve, William (1670-1729), 
162, 224, 243, 247, 252, 257, 258, 
261, 279, 280, 290, 295, 353, 354, 
432, 434; his dramatic work, 

254-255 

Conquest of Granada, The, 226, 
22^230 

Conscious Lovers, The, 283-284, 
288 

Constant Couple, The, 257-258 
Contention, The First Part of the, 
63 


Contention for Honour and Riches, 
A, 211 

Conventions of Elizabethan theatre, 

^70 

Conversion of St Paul, The, 38 
Cooke, Thomas, 298 
Coriolanus (Shakespeare), 119, 
169, 177-178, 302 
Coriolanus (Thomson), 26^-266 
Corneille, Pierre, 231 
Cornelia, 62, 86 
Cornelic, 86 

Cornish mystery plays, 29 
Corpus Christ! festival, 25 
Corsican Brothers, The, 333 
Cosmo de’ Medici, 328 
Costume in medieval plays, 26; in 
Elizabethan plays, 69, 71-72 
Count Julian, 327 
Countess Caihlecn, The, 411-412 
Country House, The, 258 
Country Wife, The, 252-253 
Cousin Kate, 446 
Covent Garden, theatre in, 260, 
301-302, 338 

Covent Garden Tragedy, The, 273- 
274 

Coventry mystery cycle, 29 
Cowley, Abraham (1618-67), 433 
Cowley, Hannah (1743-1809), 291, 

307, 318 

Cowper, W'illiam (1731-1800), 232 
Coxcomb, The, 160 ^ 

Coyne, Joseph Stirling (1803-68), 
334 

Crabbed Youth and Age, 389 
Craig, Gordon, 455, 458 
Crier by Night, The, 429 
Critie, The, 273, 276-277, 294 
Cromwell, Oliver, 105- 
Cross Roads, The, 390 
Crowne, John (d. 1703), his dra- 
matic work, 230, 248 
Croxton Sacrament, The, 38-39 
Crucifixion, The (Wakefield cycle), 
37-38, 40, 

Cruel Brother, The, ig6 
Cruel Debtor, The, 4J 
Cruelty of the Spaniards in Peru, 
The, 238 

Cuckolds’ Haven, 249 
Cuish-ma-Chree, 333 
Cumberland, Richard, 291, 292, 
29s, 319, 419; his dramatic work, 
287-288- 
Cup, The, 329 
Cupid in Clapham, 379 
Cupid’s Rev^e, ife 
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Curfew, The, 319 

Custom of the Country, The. 133 

Cymbelinc, 106, 109, 135-136, 130, 

17s 

Cynthia’s Revels, 14S, 153 

Damon and Phillida, 277 
Damon and Pithias (Buckstone), 
333 

Damon and Pithias (Edwards), 
S 3 . 56-57 

Dancing in the theatres, 269-270 
Dancourt, Florent-Carton dc, 25S 
Dane, Clemencc, 380 
Daniel, Samuel (1563-1619), 211 
Dante, 423 

Dark Lady of the Sonnets, The, 440 
D'Avenant, Sir William (^6o6^^, 
19, 106, 19S, 211, 217, 218, 222, 
224; his dramatic work, 140,-42, 
196, 212, 23S-239 
Davenport, Robert (d. 1623), 142 
David and Fair Bethsabe, King, 75, 
77 , 94 

David Ballard, 386 

Davies, Hubert Henry (1869- 

■ 1917). 363, 446-447 

Davis, Rfoll. 221, 269 
Day, John (fl. 1606), 98, 199 
De Mont fort, 321 
De Vera Nobilitate, 53 
Deaf and Dumb, 2S8-289 
Dear Brutus, 418, 422 
Death of Marlowe, The, 328 
Death's Jest Book, 327 
Deborah, 428 
Decameron Nights, 425 
Defoe, Daniel, 332 
Deirdrc, 414 

Dcirdre of the Sorrows, 405, 407- 
408, 410, 4S0 , , ^ 

Dekker, Thomas (lS70?-i64i), 
loi. T08, 112, 1 15, 143. 154. 197, 
213 ; his dramatic work, 137, 157- 
159, 199-201 
Delacour, 362 
Delap, John id.' 1762), 307 
Deluge, The (Chester cycle). 32-33 
Dennis, John (1657-1734), 263, 264 
Der Tag, 417 
Deserter, The, 428 
Destruction of Jerusalem, The, 230 
Destruction of Troy, The, 237 
Devil is 'an Ass, The, 148 
Devil's Disciple, The, 440 
Dialogue concerning Witty and 
Witless, A, 49 

Dibdin, Charles (1745.^1814), 317 


Dice of Death. The, 334 
Dido, Queen of Carthage, Nashe’s 
share in, 75; Marlowe’s share 
in, 78 

“Digby" plays. 29, 38 
Dimond. William {d. 1S05), 314 
Disbanded Odiccr, The, 311 
Disraeli, 449 

Distressed Mother, The, 264 
Divina Comnedia, 32 
JJr Eaustus, 7 3, J/J,. 7?,. Sp,_ 82, 83, 
S4, & 5 . 99 

Doctor’s Dilemma, The, 440 
Dodsley, Robert (1703-64), 285 
Dolce, Lodovico, 62 
Doll's House, A, 345, 360 
Don, 44S 

Don Casar dc Bazan, 333 
Don Carlos. 232 
Don Sebastian, 235 
Donne, John (1573-1631), 117 
Doors, in Elizabethan theatres, 
68 

Dorset Garden, theatre in, 218, 259 
Double Dealer, The, 254 
Double Gallant, The, 2S2 
Doyle, Sir Arthur Conan, 375 
Dragon of Wanticy, The, 277 
Drake, Sir Francis, 102 
Drake, The History of Sir Francis, 
238 

Drama League, The, 454 
Dream of Love, A, 363-364, 446 
Dream Physician, The, 416 
Dreamers, The, 391-392 
Drinlovatcr, John; his dramatic 
work, 425-428 
Drolls, 215-216 

Drury Lane, Phoenix theatre in, 
67 : Theatre Royal, 218, 301-302, 
338 

Dryden, John (1631-1700), 106, 
142, 143, 144, 161, 222, 225, 233, 
238, 243. 245, 246, 250, 252, 261, 
263, 266; his heroic tragedies, 
226-230; Mac Flecknoc. 228; 
Absalom and Acliitophel, 228; 
blank-verse dramas, 234-23S J 
operas, 239; comedies, 246-248 
Duchess of Malfi, The, 184-185 
Duchess of Padua, The, 433 
Duenna, The, 277-278, 294 
Duke and No Duke, A, 249 
Duke of Milan, The, 18S-189 
Duke’s Mistress, The, 194 
Dulcitius, 18 
Dumb Lady, The, 245 
Dunsan}', E. J. M. D. Plunkett, 
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Baron, 352; his dramatic work, 
420-422 

D’Urfey, Thomas (1653-1723) » 

239, 241, 281 ; his dramatic work, 
249-250 

Dutch Lover, The, 248 
Dynasts, The, 443 

East of Sues, 446 

Eastward Ho, 155, 15 ^I 57 > ^^2, 249 

Edith, 379 

Education of Mr Surrage, The, 447 
Edward I, King, 75, 205 
Edward II, King, 78, 85-86, 205 
Edward III, King, 63 
Edzvard and Eleonora, 265-266 
Edward the Black Prince, 268 
Edwards, Richard (iS23?-66), 53 
ElckerJijk, 43 

Eldest Son, The, 365, 368, 382 
Elfrid, 268 

Elisa comes to Stay, 447^ 
Elizabeth, Queen, historical im- 
portance of, 102-103 
Empress of Morocco, The, 226, 230 
Enchanted Cottage, The, 357 
Enchanted Sea, An, 416 
End of the IVorld, The, 428 
Endimion, 91, 93 
Enemy of the People, An, 342 
English Traveller, The, 108, 113, 
1 19, 199, 203 

Englishmen for my Money, 98 
Epicoene, 148, I 54 
Epsom Wells, 244 
Ervine, St John, 364, 388 ; his dra- 
matic work, 383-387 
Esmeralda, 334 
Esmond, H. V., 447 
Esther, 373 

Ethelwold, Bishop of Winchester, 
Concordia Regularis prepared 
by, 21 

Ethcrege, Sir George (1635-91), 
102, 144, 162. 213, 224, 243, 247, 
254, 261, 279. 2S0, 298; his dra- 
matic work, 251-252 
Euripides, 14, 15, 62, 307 
Eurydicc, 266 
Evadne, 308 

Evening’s Love, An, 247 
Every Man has his Price, 309 
Every Man in his Humour, 117, 

148-151, 243 

Every Man out of his Humour, 
148, 151-152, 156 
Everyman, 43 


Everyman Theatre, 340, 454 
Evreinov, N. N., 401-402, 459 

Fair Maid of the Inn, The, 134-135 
Fair Maid of the West, The, 108 
Fair Quarrel, A, 114, 117, 139-140 
Faithful, The, 424 
Faithful Shepherdess, The, 145 
Falcon, The, 329 

Fall, The, Grocers’ play at Nor- 
wich, 29, 38-39 
Fall of Robespierre, The, 322 
Falschc S chant, 31 1 
False Delicacy, 286-287 
False Friend, The, 258 
Famous Victories of Henry the 
Fifth, The, 63, 99 
Fancies, Chaste and Nsble, The, 
140-141 

.Farmer’s Wife, The, 449 
Farquhar, George (1678-1707), 
161, 243, 279; his dramatic work, 
257-258 

Fascinating Mr Vandervcldt, The, 
446 

Fashionable Lover, The, 287 
Fatal Contract, The, I 95 
Fatal Curiosity, 297-298 
Fatal Discovery, The, 312 
Fatal Dowry, The, 108, 114, ii 5 » 267 
Fatal Extravagance, The, 297 
Fatal Falsehood, 250 
Fate of Sparta, The, 307 
Fathers and Sons, 387 
Faust, 325 
Facio, 308 

Fcdcle and Fortunio, 96 
Ferrex and Porrex-^see Gorboduc 
Feuillerat, Professor, edition of 
Revels Books, 48 
Feuillet, Octave, 362 
Fiddler’s House, The, 3^4, 395. 

See also The Broken Soil 
Field, Nathaniel (1587-1633), 114, 
166, 183 

Fielding, Henry (1707-54) ; his 
dramatic work, 273-276; Tom 
Jones, 290 

First Floor, The, 289 
Fisher, Jasper (d. 1639), i 75 
Fitzbail, Edward (1792-1873), 334 
Flecker, J. E. (1884-1915), 424 
Fletcher, John (1579-1625;, 102, 1 12, 
120, 13S, 140, 14X, 145, 209, 319. 
Sect also Beaumont and FJ.etcher 
Flora, 277 

Flowers of the Forest, The, 333 
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Followers, 449 
FoniainviUe Forest, 314 
Fool turned Critie, The, 249 
Fool’s Paradise, A, 362-363 
Foote, Samuel (1720-77), 290 
Forced Marriage, The, 24S 
Ford, Thomas (1586-1640?), loi, 
102, 104, 112, 1 13, us, 16S, 213, 
214, 227, 22S; his dramatic 
work, 140-141, 191-193, 209 
Foresters, The, 329 
Fortune, the, theatre, 67 
Foscari, The, 30S 
Foundling, The, 2S7 
Foundling of the Forest, The, 314 
Fountain, The, 447 
Four P. P., The, 49. 50-51 
Four Plays for Dancers, 411 
Francis, John Oswald, 387 
Frederick, Duke of Brunszvick- 
Luncnbttrgh, 26S 
Fredolfo, 307 
Frecivill, 51 

French influence on Restoration 
drama, 223-224; on eightcenth- 
centurs' drama, 270, 284-285 
Freud, Siegmund. 3^0 
Friar Bacon and Friar Bungay, 74, 
88, 89, g6 

Fugitive, The, 365, 368 
Fuimus Trots, 175 
Fulgens and Lucres, 47, 49, 51, 53, 57 
Funeral, The, 283, 409 

Gallathea, gi 
Gallicanus, 18 

Galsworthy, John, 333, 351, 332, 
371, 372, 373. 376, 379. 382, 431, 
435; his serious dramas, 364- 
369, 448 

Gamester, The (Centli’vre), 284 
Gamester, The (Moore), 298-299 
Gamester, The (Shirley), 141-142 
Gammer Gurton's Kccdlc, 58-59 
Gaol Gale, The, 39^ 

Gamier, Richard, 86 
Garrick, David, 260, 261, 264 
Gascoigne, George (l525?-77). 59. 
61-62 

Gauntlet, A, 346-347 .. . , 

Gawayn and the Green Knight, loi 
Gay, John (1685-1732), 272-273 
Genevih'e, 333 

Gentleman Dancing Master, The, 
252 

Gentleman Usher, The, 155-156 
Gentleness and Nobility, Of, 49 

I 


Geoffrey of Monmouth, 61 
George a Greene, 96, 452 
German influence on English 
drama, 310-312, 322, 345-346 
German Hotel, The, 2S8-289 
Gesta Romanorum, 127 
Getting Married, 440-447 
Ghosts 342. 343. 344, 345 
Gilbert, W. S. (1804-yoj, 278, 432- 
433 

Gildgn, Charles (1665-1724), 263, 
266 

Giocasta, 62 
Glencoe, 334 

Glittering Gate, The, 420, 422 

Globe, the, theatre, 67, 107, 341 

Gloricna, 232 

God of Quiet, The, 425 

Gods of the Mountain, The, 420, 422 

Godwin, W'llham, Caleb IVtlltams, 

313 

Goethe, 311. 312, 3i£. 325. 326 
Goldsmith, Oliver {172S-74), 445; 

his .dramatic work, 291-293 
Good Friday, 424 
Good-natured Man, The, 291-292 
Gorboduc, 61, 80, 94 

Gossc, Sir Edmund, 355. 357 
Gots von Bcrlichingcn, 311, 323, 326 
Grand Cham's Diamond, The, 447- 
448 

Granpecohnan, 416 
Grateful Servant, The, 142 
Grazzini, A. F., 60 
Great Adventure, The, 447 
Greek drama, 14-17 
Greene, Robert (i56o?-g2), 51, 52, 
64, 92, 94. 96, 97. 122, 205; 
university career of, 73; Mena- 
phon, 74; Groatszi'orth of IVit, 
74; his dramatic work, 88-90 
Greg, Dr W. \V., 71, 75. 99. I99 
Gregory, Lady I. A., 388, 396, 451 
Gregory VII, 328 
Grctchcn, 432 

Grim the Collier of Croydon, 98 
Grimald, Nicholas, 51 
Gruaeh, 429-430 

Grundy. Sydney (1848-1914), 357, 
453 ; his dramatic work, 362-363 
Guardian, The, 114 
Guilds, relation of, to mystery 
cycles, 31 
Guilpin, 1 17 
Gusfavus Vasa, 268 
Gwyn, Nell, 221, 262 
Gyges tind sein Ring, 346 
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Habington, Wiluam (1605-54) 
loS, 143 

Hamilton, Cosmo, 387 
Hamlet, 64, 85, 86, 88, 109, 119, 169, 
171-173, 180, 193, 221, 225, 341 
Handel, G. F., 240 
Hankin, St John E. C. (1S69-1909), 
his dramatic work, 376-378 
Hardy, Thomas, 443, 454 
Harlequinade, The, 369 
Harold, 329 

Hart, Charles (d. 1683), 262 
Harvest, 390 

Harvey, Gabriel (154S-1630), 77 
Hassan, 424 

Hastings, B. Macdonald, 387 
Haughton, William (1580 ?- 
1602 ?), 98, 199 
Hauptmann, Gerhart, 348 
Hatard, William (1710-78), 268 
Haywood, Eliza (1693-1756), 268 
Heartbreak^ House, 441 
Heather Field, The, 415-416, 417 
Heautontimoroumenos, 156 
Hebbel, Frederick, 345-346, 384 
Hecuba, 307 
Heimat, Die, 382 
Heming, William (1602-32 ?), 195 
Henry IV, 122, 126-127, 146, 208 
Henry V (HilH, 268 
Henry V (Orrery), 231 
Henry V (Shakespeare), 208 
Henry VI, 205-206 
Henry VIII, 209 

Hensiowe, Philip, 97; Diary of. 


71-72, 146, 172, 199 
Herbert. Sir Henry, 99 
Herod, 423 

Herod and Mariamne, 226 
H erodes und Mariamne, 346 
Heroic Lover, The, 226 
Hewitt, John (d. 1730), 208 
Heywood, John (1497-1580), 49- 
51, 65, 214 ^ 

Hej'wood, Thomas (1575 ?-i648), 
108, 112, 113, 117. ii9i 197, 199, 
201-203. 2X3. 296, 343, 375 
Hibernia Freed, 268 
Hilarius, plavs by, 23 
Hill, Aaron (16S5-1750), 268, 297 
Hindle Wakes, 381-3S3 
Hippisley, John (d. 1748), 277 
Historical Rroistcr, The, 274 
Histrinnes. 18-10 
Hoffman, The Tragedy of. 97. 181 
Holcroft, Thomas (1745-1809), 
288, 3T6-317 

Home, John (1722-1S08), 312 


Homer, Iliad, 178 
Honest Man’s Fortune, The, 160 
Honest Whore, The, 199-201 
Honey Moon, The, 319 
Hood, T. (1799-1845), 431 
Horestes, 53 

Horne, Richard Henry (1803-84), 
328 

Houghton, Stanley (18S1-1913), 

381-3S3 

Hour-glass, The, 414 
House of Aspen, The, 323 
Housman, Laurence, 369, 449 
How to Grow Rich, 318 
Howard, Bronson, 348 
Howard, Sir Robert (1626-98), 
358; his dramatic work, 226, 245 
Hrotswitha, her plaj's, 17-18 
Hughes, Thomas {ff. 1587), 61 
Hugo, Victor, 214 
Humfrey, Duke of Gloucester, 268 
Humorists, The, 244 
Humorous Day’s Mirth, An, 155 
Humour in Shakespeare, 123 
Humour out of Breath, g8 
‘Humours,’ 93 
Hunchback, The, 333 
Hyacinth Halvey, 451 
Hyckescorncr, 48 
Hyde Park, 166 

Ibsen, Henrik, 353, 355, 357, 369, 
404; his importance as a dra- 
matic pioneer, 342-345 
Ideal Husband, An, 433-434 
If, 420. 422 

Iffland, August Wilhelm, 311 
I’ll Tell You What, 3x6 
Impatient Poverty, 41, 44 
Importance of being Earnest, The, 

433-434 , , 

In the Shadow of the Glen, 405, 
40S-409, 410. 450 
Inca of Pcriisalcm, The, 436 
Inchbald, Elizabeth (1753-1821), 
2S0, 316-317 

Inconstant, The, 161, 257 
Indian Emperor, The, 226 
Indian Queen, The. 226 
Ingannati, GV, 126 
Inkle and Yarico, 3t6 
Innocent Usurper The, 237 
Interieur, 398 
Interludes. 4S-52 

Ion, 334. 336. 349 

Irene, 264 

His, 358. 360 

Iron Chest, The, 313-314 
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Iron Master, The, 357 
Irving, Sir Henry, 329 
Island Princess, The, 133 
Island Queens, The, 237 
Isle of Doffs, The, 75 
Italian drama, influence of, 59-60, 
62, 270 
Ivan, 308 


Joy, 448 
Judah, 361 
Judas Iscariot, 328 
Judith, 346 
Julian, 308 

Julius Ctrsar, 119, 169, 175-176 
Juno and the Payccck, 452 
Justice, 365-365. 368 


Jacke Jugclcr, 51 
James I, characteristics of, 103- 
104, 174 

James IV, 88, 89-90, 203 
Jane Clegg, 3S4, 3^5, 3S6 
Jane Shore (Rowe), 267 
Jane Shore (Mills), 334 
Jealous Comedy, The, 146 
Jealous Lovers, The, 143 
Jealous IVifc, The, 290 
Jeanne Dare, 333 
Jerome, Jerome K., 4ip 
Jerrold, Douglas William (1803- 
57). 335 

Jessie Brozmt, 333 
Jezv, The, 287 

Jew of Malta, 7 he, 73, "8, 79, 84i 
85, 180 

Joanna of Montfaucon, 319 
Jocasta, 01-62 

Johan, Kyngc, 31-52, 63, 205 

Johan Baptist, 51 

Johan Johan, 49, 50 

Johan the Evangelist, 42, 44 

John, King, 207-20S 

John a Kent and John a Cumber, go 

John Bull, 316 

John Bull’s Other Island, 440 
John Ferguson, 384-385, 386 
John Woodwill, 323 
Johnson, Charles (1679-1748), 298 
Johnson, Dr Samuel, 264 
Johnstone, James (fl, 1789)1 3 ” 
Jolly, George, 216, 218 
Jones, Henry Arthur, 353, 3 S 7 i 
364, 376, 431. 4Si; Ws dramatic 
work, 360-362, 444-445 
Jones, Inigo, 107, 211, 212 
Jonson, Ben (1573 ?-i637), 50, d 4 i 
98, loi, no, 115, 117, 118, 120, 
.145, 146, 158, ISO, 160. 161. 102, 
163, 164, i6s, 166, 167, 168, 183, 
213, 217. 243, 244, 243, 246, 249, 

250, 354; additions to The 
Spanislt Tragedy, 87; his dra- 
matic work, 147-154; masques, 
210-21 I ■ 

Joseph and his Brethren, 328 
Jovial Crewj A, iSp 


Kean, Edmund, 307 

Keats, John (1795-1821), 323-324, 

431 

Kelly, Hugh ( 1739 - 77 ), 271, 295; 

his dramatic worlc, 286-287 
Kelly, John (ff. 1732-41), 284 
Kemble, John (1757-1823), 323 
Kendal, W. H.. 329 
Kennedy, Charles Rann, 419 
Killigrew, Thomas (1612-83), 165, 
218 

King and No King, A, 14, 104, 

113. 115, 131-132. 144 

King and the Miller of Mansfield, 
The, 285 

King Arthur, 239 

King Lear's IVtfc, 429 

King Sverre, 346 

King Victor and King Charles, 330 

Kingdom of Youth, The, 394 

King's Threshold, The, 414 

Kismet, 42s 

Kiss for Cinderella, A, 417 
Knight of Arva, The, 333 
Knight of Malta, The, 1S4 
Knight of the Burning Pestle, The, 
120 

Knights, The, 290 
Knoblock, Edward, 425 
Knowles, James Sheridan (1784- 
1862), 308-309, 333 
Kotzebue, A. F. F. von, 293, 311, 
312, 316 

Kratter, Franz, 311 
Kyd, Thomas (1557 ?-93 ?), 62, 
73, 98, 120, 122, 172; career of, 
74; dramatic work of, 86-88 
Kynaston, Edward, 262 

Labiche, Eugene M., 362 
Lacy, John (fi, 1660-85), 246; his 
dramatic work, 243 
Lady Alimony, 165 
Lady Inger of Ostrat, 342 
Lady Jane Gray, oSsj 
Lady of Lyons, The, 309 
Lady of Pleasure, The, 166 
Lady Patricia, 4^ 

Lad^ Windernt^s Fdd, 433-'434 
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Lady’s Last Stake, The, 282 
Lady’s Trial, The, 140-141 
Lamb, Charles (1775-1834), 304, 
340, 431 ; his dramatic work, 323 
Land, The, 394-395 
Land of Heart’s Desire, The, 414, 
416, 419 

Landor, Walter Savage (i77S- 
1864), 327 

Laodice and Danae, 429 
Last of the De Mullins, The, 376, 
378 

Laud, Archbishop, 105 
Laughter of the Gods, The, 420 
Lawrence, \V. J., 341 
Lear, King, in, 114, 119, 138, 
I39» 169, 173-175. 1S8, 220, 222, 
225, 321, 365 
Led Astray, 333 

Lee, Nathaniel ( 1653 P-ga), 231-232 
Leir, King, 63 

Lemon, Mark (1809-70), 333 
Lconarda, 346 
Lessing, G. F., 31 1 
Lewis. Matthew Gregory (1775- 
1818), 313 
Liars, The, 445 
Liberty^ Hall, Zt 7 
Licensing Act (1737), 260 
Lie, The, 361 

Lillo, George (1693-1739), 267, 
297-298, 310, 343 
Lionel and Clarissa, 278 
Lithuania, 298 

Little French Lawyer, The, 161 
Little Man, The, 448 
Little Minister, The, 417 
Locrine, 62 

Lodge, Sir Oliver, 375 
Lodge, Thomas (i558?-i62s),um- 
versitj’ career of, 73 ; Rosalynde, 
74, 125 ; dramatic work of. 747/5 
Logeman, H., edition of Elckcrlijk, 
43 

London Merchant, The, 204, 297, 
310 

Lonesome-like, 449 
Look about You, 96-97 
Looking-glass for London and 
England, A, Lodge's share in, 
74-75; Greene’s share in, 88 
Lope de Vega, 119 
Lost Lady, The. 143 
Lost Leader, The, 391-392 
Louis XI, 333 
Love and a Bottle, 257 
Love and Honour, 142 
Love for Love, 254-255 


Love in a Wood, 252 

Love in Several Masques, 273 

Lover’s Melancholy, The, 191-192 

Lover’s Vows, 316 

Love’s Cruelty, 193-194 

Love’s Labour’s Lost, 122, 123-124 

Love’s Last Shift, 281 

Love’s Metamorphosis, 91 

Love’s Sacrifice, 191-192 

Loyalties, 365, 308 

Lucian, 51 

Ludus Coventria:, 29 
Luna, 331 
Lust’s Dominion, 78 
Lying Lover, The, 283 
Lyly, John (iS54?-i6o6), 51, 52, 
94, 122 ; university career of, 
73; Euphucs, 74, 92; dramatic 
work, 91794 

Lyndsay, Sir David (1490-1555). 
45-46 

Macbeth, 80, 85, 119, 169, 173-175, 
191, 206, 222, 238 
IMcEvoy, Charles, 3^ 

Machiavclli, Niccolo, 184; in- 
fluence on Marlowe, 79 
^lackcnzie, Henry, The Man of 
Feeling, 279 
Macready, W. C., 330 
MaeSwiny, Owen, 239 
Madam Fickle, 249 
Madras House, The, 369, 372, 444 
Maeterlinck, Maurice, 214, 397-401 
Maeve, 416-417 
Magic, 420 
Magistrate, The, 358 
Magnetic Lady, The, 148 
Magnificence, 44-45 
Magnin, Charles, Lc Theatre de 
Roswitha, 17 

Maid in the Mill, The, 134 
Maid of Bath, The, 290 
Maid of Honour, The, 116, 117, 138 
Maid of the Mtll, The, 278 
Maid's Revenge, The, 193 
Maid's Tragedy, The, 109, 115, 116, 
182 

Mditre de Forges, Le, 357 
Major Barbara, 440 
Mallet, David (1705 ?-65), 266-267 
Man and Superman, 35°, 438-440, 

Man of Destiny, The, 438, 452 
Man of Honour, The, 445 
Man of Mode, The, 251-252 
Manfred, 325 
Mankind, 43-44 
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Mannyng, Robert, Haudlina Sin, 
24 

Manuel, 307 
Manuel dcs Pcclnez, 21 
Marftcry, 277 

Maria Magdalena, 346, 3S4 
Marinetti, F., 460 
Marino Fahero, 325 
Marlowe, Gir istonlicr (1564-93), 
52, 90, 93, 947 122, 179, 203, 206, 
325, 327; unhersity career of, 
73; dramatic work of, 78-86 
Jlarmion, Shackcrlcy ( 1603-39) , 
a /a Mode, 247 

J/flrrta<7c has been Arranged, A, 
446 

Marriage of Cohunbinc, The. 447 
Married Phtlosoghcr, The, 2S4 
Marrying of Ann Lccie, The, 369- 
370. 371 

ilarston, John (tS75?-i 634), 117, 
152. 154; his dramatic work, 

172-173 

Marston, John Westland (1S19- 
90), 334-335 

r^Iartj-n, Benjamin (1699-1763), 266 
Marlyn, Edward, 415-417 
Marvell, Andrew (1621-78), 102 
Mary Queen of Scots, 268 
Mary Rose, 418-419 
Mary Stuart ( Drinlnvater) , 427- 
42S 

Mary Stuart in Scotland, 346 
Masefield, John, 352, 364. 425, 455r 
459; his dramatic work, 373-376, 

424. 451 

Masque of Blachicss, 21 1 
Masque of Querns, 211 
Masqueraders, The, 444 
Masques, 210-212 
Massacre at Paris, The, 78 
^^assacrc of the Titnocenfs, The, .38 
Massinger, Philip (1583-1640), 
loi, 108, 109, III, 112, 114, 115, 
1 16, 120, 135. 1 88. 213, 214, 267; 
his dramatic tvork, 137-138, 162- 
163, 188-190; collaboration with 
Fletcher, 13^161, 183 
Masuccio, 128 

Match at Midnight, A, 164 
Sfaturin, Charles Robert (1782- 
1824), 307. 310, 334 
Maugham, W. Somerset, 353, 445- 
446 . 

Maurice Harte, 393 
May Day. 155, 157 
May Lady, 210 

Mayne, Jasper (1604-72), 164-165 
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Mayor of Quinhorough, The, loS, 

139 

Mcanirc for Measure, 127, 130- 
131, 136 

Mcdwall. Henry (d. 14S6), 44, 49, 53 
McUor.cy J-Ioltsfur, 352, 373, 375- 
376 

Melodrama. 310-315 
Menschenhass und Reuc 31 1 
Merchant of Venice, The, 122, 127- 
129 

Meres, Francis (fl. 1598). 96 
Merry Wives of Windsor, The, 
122, 127, 746-147. 364. 2cS, 317 
Michael and Ins Lost Angel, 360-^(32 
Mtcrocosmus, loS 
Midas, 01 

Mid-Channel, 35S, 360 
Middleton, Thomas (iS70?-i627), 
101, loS, 109. 112. 113, ii4, H7, 
158, 213; his dramatic work, 
138-140, 163, 190-191 
Midnight Wanderers, The, 317 
Midsummer Et c. 429 
Midsummer Night's Dream, A, 51, 
89, 96, 122, 124-125, 130, I47i 
216, 317 

Mikado, The, 432 
Milestones, 383, 387 
Milman, Henry Hart, 308 
Milne, A. A., 447, 45i 
Slilton, John, loi, 21 x; Paradise 
Lost, 227 

Mind, Will and Understanding, 44 
Minister, The, 313 
Minna von Banihclm. 311 
Minor, The, 290 
Minuet, A, 4.;o 

Miracle plays— see Mysteries _ 
Miseries of Enforced Marriage, 
The, 135, 199 

Misfortunes of Arthur, The, 61-62 
Mistake, The, 258 
Mrs Dane’s Defence, 361-362 
Mrs Harrison, 375 
Mrs Waircn’s Profession, 370, 
,136-437 

Mitford, Mary Russell (1787- 

iSss), 308, 

Mixed Marriage, 383-384 
Mob, The, 363, 368 
Moffat, Graham, 449 
Mohocks, The, 272 
Mohim, ifajor Michael. 221, 262 
Moliere, 224, 245, 249, 258, 461 
Mollusc, The, 446-447 
Moncrieff, William Thomas (i794- 

1857), 332 
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Money, 309 
Monkhouse, Allan M., 447-448 
Monsieur de Ponrceaugnac, 258 
Montjoye, 362 

Moore, Edward 1748-53), 287- 
288, 298 

Morality plays, 41-48 
More, Sir Thomas, 49, 50 
More, Str Thomas, 96 
Morton, Thomas (fl. 1792-1S07), 

31S-319 

Moscow Art Theatre, 458 
Mother Bombic, 91, 92-93, 94 
Motteux, Pierre Antoine, 239 
Monsieur D’Olivc, 155, 156 
Moulton, Richard G., 341 
Mournful Nuptials, The, 298 
Much Ado about Nothing, 122, 127, 
129-130, 131 

Munday, Anthony (i5S3-i633)i 
96-97, 152 

Munro, C. K., 419, 447 
Murphy, Arthur (1727-1805), his 
dramatic work, 291 
Murray, T. C, 389; his dramatic 
work, 392-394 

Music room in Elizabethan thea- 
tres, 70 

Mustapha (Mallet), 266-267 
Mustapha (Orrerj*), 231 
Mystbre du Vicil Testament, 32, 38 
Mysteries, 24-40 

Nabbes. Thomas (1605-41?), 108 
Nan, The Tragedy of, 350. 352, 
373-375. 376, 385, 424. 459 . 

Nashe, Thomas (1567-1601), uni- 
versity career of, 74; Jackc 
Wilton, 74; dramatic work of, 
75 

Nature, 44 

Nature of the Four Elements, The, 

Necromantta, 51 
Nero, 196 
Nero (Lee), 232 
Nero (Phillips), 423 
Nest of Plays, The, 198 
New Sin, The, 387 
New Way to Pay Old Debts, A, 162 
Newcastle-on-Tyne, mj^stery ' play 
from, 29 

Newly Married Couple, The, 346 

Niebelungen, Die, 346 

Nice Valour, 161 

Night at an Inn, A, 420-421 

Nor all’s Vow, 333 


Northampton, mystery play from, 

29 

Northern Lass, The, 167 
Northward Ho, 158 
Norton. Thomas {d. 1560), '61 
Norwich, mystery play from, 29 
Not as Bad as we Seem, 309 
Notorious Mrs Ehbsmith, The, 358, 
360 

O’Casey, Sean, 452 
O’Dowd, The, 333 
CEdipus Tyrannus (Shelley), 431 
Ohnet, Georges, 357 
Oiseau Bleu, U, 398 
O'Keeffe, John (1747-1833), 318 
Old Bachelor, The, 254 
Old Fortunatus, 137, 157-158 
Old Lady shows her Medals, The, 
443 

Old Lazv, The. 163 

Old Troop, The, 245 

‘Old Vic’ theatre, 340 

Old Wives’ Talc, The, 75, 77-78 

Oldfield, Anne, 221, 262 

Oliver Cronnvcll, 427 

One of Them, 363 

O'Neill, Eugene, 348 

Only Round the Corner, 357 

Opera, 238-241 

Opportunity, The, 142 

Orators. The, 290 

Orlando Furioso, 88-91, 99 

Oroonoko, 296 

Orphan, The, 204, 233-234, 236, 
242, 296, 297 , ^ 

Osorio, 322. See also Remorse 
Ossian, 312 

Othello, 64, 80, III, 1 15, 1 19, 13S, 
169, 173-174. 221, 225, 304, 321, 
365 

Otho the Great, 323-324 
Otwa}', Thomas (1652-S5), 224, 
242, 263, 267, 271, 296, 297, 325.; 
his heroic tragedies, 232-233 ; his 
blank-Aerse dramas, 233-234 
Our Betters, 343, 445 
Ours. 355 
Outcast, The, 364 
Oxenford, John (1S12-77), 334 

Pageants, 25-26 

Pair of Spectacles, A, 362, 363, 453 
Palsgrave, J. (d. i554), 5i 
Pantomime, 269-271 
Paolo and Francesca, 423 
Paphnutiiis; iS 
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Pardoner and the Friar, Thc,^, SO 
Parker, Louis Napoleon, 4^9 
Parson’s Il’cdding, The, 165 
Pasquin, 274-276 

Passing of the Third Floor Bach, 
The. 419 
Patience, 432 

Patrician’s Daughter, The, 335 
Patriots, The, 391 
Paul CURord, 333 
Paul Lafarge, 333 
Paul Pry, 330 

Pearce, William (R. 1785-96), 317 
Pccoronc, It, \i7 
Pcele, George (i55S?-97^i 9-, 9A> 
97, 122, 205: university career 
of, 74; Merry Conceited Jests, 
74; dramatic work of, 7S~78 
Pellcas rl Melisande, 298-400 
Pepys, Samuel, 219 
Pericles, 133. J35-136, I43, 159 
Perkin Warbeck, sag 
Peter Pan, 417 
Petits Oiseau.r. Lcs, 362 
Philanderer, The, 436 
Philastrr, iSS 
Philip the King, 424 
Philips. Ambrose (l673?-l749)« 
264. 268 

Phillips, Stephen (1868-1915), 423- 
1 

Phillips, ‘Watts (1825-74), 334 
Phillips, Capt. William (/?. 1722), 268 
Phillpotts. Eden. 449 
Philosopher of BnUerhiggins, The, 
447 

Pheenix (Abercrombie), 428 
Pheenix, The (Middleton), 163 
Phoenix, the, theatre, 67 
Pickeryng, John, S3 
Pigeon, The, 365, 368 
Pilgrim, The, J33 
Pinero, Sir Arthur Wing, 3G3, 364, 
367. 376, 431, 431; his dramatic 
work, 357-360 
Pippa Passes, 330 
Pirandello, Luigi, 401 
Pirates of Penzance, The, 432 
Pistoja, Bonaccorso da, 53 
Pizarro, 293, 313 
Plain Dealer, The, 252-254, 353 
Planche, James Robinson (i79&“ 
1880), 336 

Platonic Lovers, The, 142 
Plautus, 17, SL 94 
Play of Love, A, 49 
Play of the Weather, A, 49-SO 
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Playboy of the Western World, 
The, 405, 4to, 450-451 
Playhouse to be Let, The, 19S 
Plays for Fnritens, 443 
Plays on the Passions, 320-321 
Plays Pleasant and Unpleasant, 443 
Plutarch. 177 

Pocock, Isaac (1782-1835), 332 
Poetaster, 14S, 153-154. 158 
Pohlietan, The. 194 
Politics in scvcntccntli-century 
drama, 116 
Polly. 272-273 
Polly Honeyeombe, 290 
Pomander Walk, 449 
Pompey the Great, 451 
Poole, John (i7S6?-i872), 335-336 
Pope, Alexander (1688-1744), 263, 

264 

Pordage, Samuel (b. 1673), 226 
Porter, Henry (tl. 1599), 98 
Pot of Broth. The, 451 
Poverty and 311 

Preston, Thomas ( 15.37-98), S3 
Price of Coal, The, 383 
Price of Thomas Scott, The, 379- 
380, 3S1 

Pride of Life, The, 44 
Pride’s Cure, 323, See also John 

Woodivill 

Princess Turandot, 458 
‘Private’ theatres, 67-68, 107 
Professional actors, influence of, 41 
ProRigatc, The, 358, 360, 361 
Prometheus Unbound, 323-324 
Promise of May, The, 329 
Promos and Cassandra, 5^-Si, 57, 64 
Properties in Elizabethan theatres, 

68, 72-73 

Prophetess, The, 133, 240 
Provoked Wife, The, 258 
Prunella, 369, 449 
PrjTine, W. (1600-69), Histrio- 
mastix, 211 

Przybyszewski, Stanislaw, 348 
‘Public’ theatres, 67-68 
Purcell, Henry ( 1658 ?-95)» 224, 239 
Puritans react to Cavalier abandon, 
104 ; suppress thetheatres, 215-218 
Pygmalion, 441 
Pygmalion and Galatea, 432 

Quality Street, 419 

Queen Mary, 329 

Queen of Arragon, The, io8, 143 

Queen’s Enemies, The, 420 

Quern Quccritis, 21 
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Racine, Jean, 231, 264, 373 
Raleigh, Sir Walter, 102, 152 
Randolph, Thomas (1605-35), 143, 

145 

Rape of Lncrccc, The, 112 
Rastell, John, 49 
Riiubcr, Die, 31 1, 312, 323. 326 
Ravenscroft, Edward (/?. 1673-97), 
261 ; his dramatic work, 248-249 
Rawlins, Thomas (i620?-7o), 143 
Rcade,_ Charles, 333 
Rebellion (Drinkwater), 425 
Rebellion, The (Rawlins), 143 
Recruiting Officer, The, 257 
Redford, John, 42 
Reed, Dr A. W., 49-50 
Refusal, The, 282 
Regent Theatre, 454 
Regicide, The, 268 
Rehearsal, The, 225, 273 
Relapse, The, 257-258 
Remorse, 320, 321, 322-323 
Renegado, The, 137-138 
Rcspnblica, 42, 4(^47 
Return of the Druses, The, 330-331 
Return of the Prodigal, The, 376, 
377-378 . ^ 

Revenge of Bussy D‘/lmbots, 181 
Revenger's Tragedy, The, 185-186 
Reynolds, Frederic (1764-1841), 
317-318 

Richard II, 122, 206-207 
Richard III, 122, 206 
Richardson, Samuel, Pamela, 279 
Richelieu, 309 

Riders to the Sea, 352, 405 - 407 i 
410, 425. 4 SO 

Riding to Lithoid, The, 429 
Riensi, 308 

Rival Brothers, The, 297 
Rival Kings, The, 237 
Rival Ladies, The, 246 
Rivals, The,^ 290, 293-294 
Road to Ruin, The, 288, 299, 316 
Roaring Girl, The, 114, 117, 158, 

159 

Robbers, The, 312 
Robert, Earl of Huntingdon, 96 
Robert E. Lee, 427 
Robertson, J. M., 208 
Robertson, T. W. (1829-71), 335, 
349, 432 ; his dramatic work, 
3 SS- 3 S 7 

Robinson, Lennox, his dramatic 
work, 389-392, 452 
Roister Doister, 5S-59, 64-65 
Roman Actor, The, 109, 112, 115, 
188-189 


Romantic comedy in Peele, 77-78 ; 
in Greene, 89-go; in Lyly, 91-92; 
in Shakespeare, 122-135. See 
also Comedy and Tragi-comedy 
Romeo and Juliet, 107, 119, 122, 
169, 170-171, 207, 233 
Rose, the, theatre, 67 
Rosemary, 449 
Rosmersholm, 352 
Round Table, The, 389 
Rousspan, Jcan-Jacques, 280 
Rover, The, 248 

Rowe, Nicholas (1674-1718), 237, 
268; his dramatic work, 267-26S 
Rowley, Samuel (i58o?-i633), 98- 
99. 109, 1 13, 1 14, 209, 327 
Rowley, William ( 1585 ?-i642 ? ) , 
134. 135; his dramatic work, 
138-140, 163-164, 196 
Royal Slave, The, 143 
Rumour, The, 419 
'Runs’ of plays, 339-34° 

Russell, G. W. E. (“A. E”), 407 
Russian theatre, 488 
Rutherford and Son, 352, 380-381, 

387 

Rutter, Joseph (fl. 1635), 143 
RjTner, Thomas (1641-1713), 225 

SACicni-LE, Thomas, Earl o£ 
Dorset (1536-1608), 61 
Sad Shepherd, The, 145 
St Gregory Nazianzene, 18 
S’aiiit Joan, 435, 441 
St John, John (fl. 1789). 268 
St John, Christopher; translation 
of Hrotswitha’s plays by, 17 
St Mary Magdalene, 38 
Saints and Sinners, 360-361, 362 
Saintsbury, Professor George, 244 
Salisbury Court, theatre, 67, 108, 
216 

Salmacida Spolia, 212 
Salome, 433 
Sapho and Phao, 91 
Sapientia, 18 
Sardanapalus, 325-326 
Sardou, Vietorien, 3S8, 363. 387 
Satire of the Three Estates, A, 45- 
46, 48 

Satiromastix, 15S 
Sauny the Scott, 245 
Saving Grace. The, 363 
Scenery in Elizabethan theatres, 
72; in Restoration theatres, 220- 
221 

Schiffbriichig, 445 

Schiller, J. C. F., 31T-312, 323 



INDEX 


495 


Sclilegel, ii8 
School, 357 

School jor Greybeards, A, 291 
School for Scandal, The, 294-293: 
School for H'iwj, The, 280 
School of Conif’lhitcitl, The, i6s 
School of Reform, 'J he, 319 
Schopenliauer, Arthur, 350 
Schucking, K, iii. 12S 
Scornful Lady, The, 160 
Scott, Sir VV alter (1771-1832). 
3or, 304, 305. 30G. 307, 3'i, 332, 
437; his dramatjc work. 323; 
jyaverley, 314; Rnb Roy, 315 
Scrape o' the Pen, A, 449 
Scribe, Eugene, 35S, 3G3 
Sea Voyage, The, 133-134 
Seagull, The, 347-348 
Second ilaidcn's Tragedy, The, 196 
Second Mrs Tanqueray, The, 35S- 
360, 362 

Secret Life, The, 369 
Secret Love, 143, 246-247. 252 
Secrets worth Knowing. 310 
Secunda Pastorum (Wcikcfield 
cycle), 36 
Sejanus, 64 

Seneca, 14, 16-117, 53. 60-63, 86-88, 
180 

Sentimentalism in the seventeenth 
centitr}', 11.3-115; in the eigh- 
teenth centur}-, 279-280 
Serz’ant in the House, The, 419 
Settle, Elkanah (1G4S-1724), 226, 
239; his dramatic work, 230 
Sex themes in modem drama, 350- 
351 

Shadoio of a Gunman, The, 452 
Shadowy Waters, The, 414 
Shadwell, Thomas (1640-92), 238, 
248, 261, 281 ; his dramatic w’ork, 
243-245 

Shakespeare, William (1564-16x6), 
13, 26, 27, SI, .iS, 61, 63. 64, 65, 
78, 79. 84, 85, S6, 89, 93. 94, 95, 
g6, 97, 100, loi, 106, 108, no, III, 
117, 118, ri9, 13S, 15S, 182, 183, 
191, 193. 197. 214, 2 i 6, 217, 225, 
227, 228, 233, 236, 243, 263, 264, 
268, 271, 293, 303, 317, 318, 319, 
320, 327, 341, 365, 368, 372, 401, 
417, 429, 430, 438, 461 ; his ro- 
mantic comedies, 122-131; share 
in Tzvo Nohk Kinsmen, I34J 
romantic tragi-comcdics, 135- 
136; realistic comedies, 146-148; 
tragedies, 169-179; chronicle his- 
tories, 20S-20S 


Shall We Join the Ladicsf 419 
Shattghraun, The, 333 
Shaw, (jeor.ee Ilcrnard, 350, 351, 
35.’- 334. .;6i, 303, 36a, 366, 360, 
370. 5‘J2, 417. 449, 451 ; k>s 

dramatic work, 4.55-244 
She Stoops to Conquer, 293 
She ll 'Pttld and bhc R 'cnld Not, 2^2 
She Would \f She Could, 251-2.52 
Shed, Richard Lalor (1701-1851), 
307-308, 334 

Shelley, Percy Bj'sshs (1792- 
1822), 191, 265, 304, 431 ; kis dra- 
matic work, 323-325 
Shepherd's Holiday, The, 145 
Sheridan, Richard Brinsley 0751- 
1816), 280, 313, 419, 445; his 
dramatic work, 276-277, 277- 
278. 203-205 

Shetving-tip of Blanco Posnet, 
The, 440 
Ship, The, 3S5 

Shirley, James (1596-1666), loi, 
102, 106, 115, 138, 140, iss, IS7, 
196, 211, 213, 30S: his dramatic 
work, 140-142, 145, 165-166, 191, 

19.1-195 

Shirley William (ll. 1750), 26S 
Shoemaker a Gentleman, A, 163-164 
Shoemakers’ Holiday, The, 157- 
15S, r6o 

Siddons, Mrs. 261, 301 
Sidney, Sir Philip (1554-86), 57, 
102. 210 

Siege of Ancona, The, 327 
Siege of Rhodes, The, 212, 217, 
238-239 

Sigurd the Bad, 346 
Silver Box, The, 365, 367 
Silver King. The, 360 
Sin of David, The, 423 
Sir Courtly Nice, 248 
Sir Hercules Buffoon, 245 
Sir Patient Fancy, 248 
Skelton, John (1460-1529), 44-45 
Skin Game, The, 365, 368 
Slice of Life, A, 417. 419 
Smart, Christopher (1722-70), 232 
Smollett, Tobias George (1721- 
71), 268 
Snow. 348 
Snowball, The, 357 
Society. 355, 357 

Soliloquy in Elizabethan drama, 
69; in the nineteenth century, 
336 

Sophocles, 14, IS, 180 
Sophonisba (Lee), 232 
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Sophonisba (Thomson), 265-266 
Sothcby, VVilliam (1757-1833), 308 
Sottl’s Traqcdy, A, 331 
Southernc, Thomas Ci 66 o-i 7 .!! 6),295 
Southey, Robert (1774-1843), 322 
Sovereign Love, 393. Sec also The 
Wheel 0’ Fortune 
Sowerby, Githa, 352, 387 ; her dra- 
matic work. 380-381 
Saving the JViud, 362 
Spanish Gipsy, The, 109, m, 113, 
139-140 

Spanish Tragedy, The, 62, 86-88, 
94, HI, 120, 172, 180, 192 
Spectacle in early seventeenth- 
century theatres, 10S-109 
Speed the Plough, 318 
Spenser, Edmund, loi, 102, 217 
Spiritata, La, 60 
Sponsus, 23 

Spreading the Nezas, 4Si 
Spring, 393 

Spring in Bloomsbury, 449 
Squire, The, 35S 
Squire of Alsatia, The, 244 
Squire Trclooby, 258 
Staging in the sixteenth century, 
6^68 

Staircase, The, 428 
Staple of News, The, 148 
State of Innocence, The, 227 
Steele, Sir Richard (1672-1729), 
1 14, 263, 279-280; his dramatic 
work, 2S2-284; The Christian 
Hero, 282 

Still Waters Run Deep, 333 
Storm (Munro), 447 
Storm, The (Drinkwater), 425 
Strafford, 330 
Strife, 335, 36s, 367-368 
Strindberg, August, 348 
Stroller’s Packet Opened, The, 216 
Such Things Arc, 316 
Suckling, Sir John (i609?-42), 
lOS, 195-196, 358 
Sudermann, Hermann, 382 
Sullen Lovers, The, 244 
Sullivan, Sir A. S. (1842-1 900), 278 
Sully, J., 123 

Summer’s Last Will and Testa- 
ment, 75 
Supposes, 59 
Suppositi, I, 59 
Siiscitatio Lasari, 23 
Sutro, Alfred, 446-447 
Swan, the, theatre, 67 
Svan Song, The, 348 
Svjcct Lavender, 358 


Sweethearts, 432 

Swift, Jonathan (1667-1745), lOi 
Sykes, Dugdale, gq 
Synge, John Millington, (1871- 
1909), 352, 388, 420, 42s, 431; 
Ins tragedies, 404-410, 449-451 

Tadema, L. a., 398, 400 
Tale of a Tub, A, 148 
Talfourd, Sir Thomas Noon 
(1795-1854), 334 . 336 
Tamburlaine the Great, 72, 73, 74, 
78, 80, 8r, 82, 84, 85, 8g, 107, m 
Tamerlane, 267 

Taming of A Shrew, The, 99, 146 
Taming of the Shrew, The, 117, 
122, 146, 159 , 319 
Tancred and Gismund, 61-62 
Tancred and Sigismunda, 265-266 
Tasso, Torquato, 145 
Tate, Nahum (1652-1715), 261; 

his dramatic work, 24S-249 
Taverner, W. {d. 1731), 284 
Tajdor, Tom (1817-80), 333, 363 
Tchechov, Anton, 347-348 
Tempest, The, 71, 106, 133, I 3 S“ 
136, 210, 222, 238, 240, 304 
Temple of Love, The, 212 
Tender Husband, The, 283 
Tennyson, Alfred Lord, 304, 344, 
431 ; his dramatic work, 328-329 
Tenth Man, The, 445 
Terence, 17, 92, 94; influence on 
Middle Ages, 18-19 ; influence on 
sixteenth-century drama, 53, 58, 
59, 60; influence on Jonson, 149 
Theatre, first ‘public,’ 66 
Theatre of the Soul, The, 401-402 
Theobald, Lewis, 271 
Theodosius, 232 
Thersytes, 49 

Thierry and Thcodoret, 1S3-184 
Thomas, Berte, 369 
Thomas Muskerry, 394-395 
Thomson, James (1700-48), his 
dramatic work, 265-266; Sea- 
sons. 265-266 
Thread o' Scarlet, 386 
Three Ladies of London, The, 98 
Three Laws, 51 

Three Lords and Three Ladies of 
London, The, 98-99 
Thyestes, 61 

Ticket-of-Leave Man, The, 333 
Time Works-. Wonders, 335 
Thnoleon, 266 
Timon of Athens, 169 
Tinker’s Wedding, The, 451 
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•’Jw Pity, 191-193 
Titus Andromcus, 72, 107, 112, 
160-170 

Tobin, John (1770-1804), 319 
Toller, Ernst, 348 
Tom Thumb, 273 
Tourneur, Cyril {fl. 1610), 112, 
213; his dramatic work, 183-187 
Town before 1 ’ok, The, 291 
Town Fop, The, 248 
“Townley” mystery plays — see 
Wakefield 

Tragedia del libero Arbitrio, 51 
Tragedy, pscudo-classtcal, in six- 
teenth century, 60-62 ; Mar- 
lowe’s idea of, 82-86; Kyd’s 
idea of, 86-88 ; domestic, 95, 
119, 197-204, 296-300. 355-396; 
horror elements in, loS-i 1 1. 1 to, 
188-196; revenge type, 1P0-187; 
lieroic, 223-233; pseudo-classical, 
in eighteenth century, 263-26S 
Tragi-comedy, 32-57, 112-113, 122- 

145 

Traitor, The, 193-195 
Trapp, Dr Joseph, 266 
Trick to Catch the Old One, A, 163 
Trip to Scarborough, A, 294 
Trip to Scotland, A, 280 
Triumph of Peace, The, 211 
Triumphs of the Prince d’ Amour, 
The. 212 

Troihisand Cressida (Drydcn),235 
Troilus and Cressida (Shake- 
speare), 169, 176, 178, 438 
Tropes, 21 

Troublesome Reign of John, King 
of England, The, 63, 207 
True Tragedy of Richard Duke of 
York, The, 63 

Truth about the Russian Dancers, 
The, 417 
Tryphan, 231 
Tumbledown Dick. 274 
Turgeniev, Ivan, 387 
Twelfth Night, 51, 122, 126, 147, 3i7 
Twin Rivals, The, 257 
Two Atigry Women of Abingdon, 
The, 

Two Faseari, The, 325-326 
Two Gentlemen of Verona, The, 
122, T2J, 317 

Two Hundred a Year, 357 
Two Lamentable Tragedies, 199 
Two Mr Wetherbys, The, Z 7 (>~ 
377 

Two' Noble Kinsmen, The, 134 
Tyrannic Love, 226 
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Udall, Nicholas (1506-36), 58 
Ulysses. 423 
Uncle Vanya, 347-348 
Unhappy [•avaurite. The, 237 
University Wits— jcc Greene, Kyd, 
Lodge. Lylj', Marlowe, Nashc, 
Pecle 

Unnatural Combat, The, 188-189 
Urban IV, Pope, 25 

Vachtangov, M., 458 
f'afciitiiiitiH, 112, 115, 1S8 
Vampire, The, 333 
Vanbrugh, Sir John (1664-1726), 
243* 259, 279; his dramatic 
work, 257-258 
Vaughan, Professor, 84, 245 
Venice Presen’cd, 233-234, 242, 325 
Vera, 433 

J' erschivorung des Fiesco, Die, 312 
T’eslal Virgin, The, 358 
Vice, character of the, in medieval 
drama, 48; infiticnee of. 59 
Villicrs, George. Duke of Bucking- 
ham (1627-88). 225 
Virgin Martyr. The, 108, 112, 115, 
1 16, 188, 189-190 
Virginius, 309. 349 
Virtue Betrayed, 237 
Virtuoso, The, 244 
Voider, Williclm dc, 51 
Volpone, 148, 154 
Volunteers, The, 244 
Voysey Inheritance, The, 369-370, 

387 

Wakefield mystery cjxle, 29, 35- 
38 

Walls of Jericho, The, 446 
Walpole, 309 

Warning for Fair Women, A, 199 
Waste, 350, 369, 37T-372 
Wat Tyler, 322 

Way of thcWorld, 7'/ir,2S4-255,335 
Wav to Keep Him, The, 291 
Weakest goeth to the iVall, The, q 6 
Weal III and Health, 41. 42, 44 
Weather Hen, The, 369 
Webb, John. 212 
Webster, Beniamin Nottingham 
(1797-1882). 333-334, 

Webster, John (/7. 1620), loi, 104, 
112, ns, 158. 213, 327; his dra- 
matic work. 181-185 
.We'l of the Saints, The, 405, 409- 
410 

Wells, Charles Jeremiah (1800- 
79), 327-328 
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Wentworth, Earl of, 105 
Werner, .'^25-326 
West Indian, The, 287-288 
Westward IIo, 15S 
What d’Ye Call It, The, 272 
What Every lYoman Knows, 419 
Wheel o’ Fortune, The, 393 
Wheel of Fortune, The, 287 
When You See Me, You Know 
Me, 99, 209 

Whetstone, George, 52-53 
Whistler, James 434 
While Cockade. The, 452 
White Devil, The, 184 
Whitehead, William (1715-S5), 289 
Whitehcaded Boy, The, 391, 452 
Who’s the Dupe? 318 
Who wants a Guinea? 316 
Widow, The, 109, 113, 163 
Widorvers’ Houses, 435, 436 
Widoiv's Tears, The, 155, 157 
Wife, The, 309 
Wild Duck, The, 342 
Wild Gallant, The, 246 
Wild -{loose Chase, The, t 6 i 
Wilde, Oscar (1856-1900), 353, 
382. 3S8, 432, 445. 451; his 
comedies, 433-434 
Wilkins, George (fl. 1605-8), 135 
Will. The. 419 
Williain Shakespeare, 380 
Williaw Tell, 309 
Wills, William Gorman (1828-91), 
334 

Wiimot, John, Earl of Rochester 
(1648-80). 102 

Wiimot, Robert (l.550?-9i ?), 61 
Wilson, Charles Henry (d. 1808), 
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